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Some of Robert Schumann’s most notable works are his Lieder for solo voice and piano 
accompaniment. Schumann's Lieder are considered some of the best compositions in this genre, 
engendering various interpretations by performers and exciting vigorous debate among 
musicologists and theorists. Robert Schumann’s early music was almost entirely composed for 
the piano alone; it wasn’t until 1840 that he started to compose almost exclusively Lieder and 
song cycles inspired by his predecessors Beethoven and Schubert. This was a prolific year for 
Schumann compositionally, in part due to his marriage to Clara Schumann who was one of 
Europe’s most preeminent piano virtuosos and a budding composer herself. Schumann composed 
four major song cycles during this time, Frauenliebe und Leben op. 42, Liederkreis op. 24, 
Liederkreis op. 39 and Dichterliebe op. 48, each containing a unique narrative or series of poetic 
images. This study will consider four of Schumann’s song-cycles (op. 42, 24, 39 and 48), taking 
a “birds eye view” of their architectures with regards to key centers. Schumann arranges the 
tonality of each individual Lied within his cycles carefully, resulting in patterns that can be 
represented by scale-figures that support the poetical and narrative intricacies of the 
texts. Though these macro details are not heard during performance, they result in a large slowly 
unfolding experience, an effect which contributes to Schumann's uniquely ingenious marriage of 
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And as a swimmer, panting, from the main 
Heaves safe to shore, then turns to face the drive 
Of perilous seas, and looks, and looks again, 
 
So, while my soul yet fled, did I contrive 
To turn and gaze on that dread pass once more 
Whence no man yet came ever out alive. 
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Introduction 
Part I: Song Cycle Features 
Beethoven’s An die ferne Geliebte (1816) is considered to be one of the first examples of 
a song cycle, a musical setting based on a collection of poems with a single narrative or poetic 
theme. Following Beethoven’s innovation, Franz Schubert composed two song cycles Die 
schöne Müllerin and Winterreise in 1827. Both Beethoven and Schubert were responsible for 
concretizing the song cycle as a form, recognizable for its clear linear narrative that often 
featured a central protagonist suffering from unrequited love. The cycles of these composers are 
also significant in that tonalities of adjacent songs typically move by 3rd or 5th, although the 
songs within Schubert’s cycles frequently tend to move in stepwise motion (M2/m2) as well. The 
composer Robert Schumann might very well have been inspired by these composer’s cycles, 
particularly Beethoven’s An die ferne Geliebte (1816), a cycle consisting of six songs which 
weave together continuously without pause. Beethoven’s cycle was in essence the first of its kind 
and shows structural characteristics that both Schumann’s early piano works and song cycles 
emulate, consciously or not. In Beethoven’s cycle, all adjacent songs are separated by 3rds; the 
distance between the beginning of the cycle to the middle spans the interval of a 5th; the cycle 
also begins and ends in the same key (Figure 0.1). Beethoven chose a symmetrical and 
palindromic ordering of key centers for his cycle, a feature that is also present in the cycles of 
Robert Schumann (Figure 0.2). Take for instance, the symmetry of the opening five songs of 
Frauenliebe und Leben, or the descent by thirds followed by rising 4ths (inverted 5ths) in 
Liederkreis op. 24. All adjacent songs in Schumann’s cycles are separated by 3rds and 5ths; 
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Figure 0.1: An die ferne Geliebte (sequence of keys) 
 
 




During the year of their marriage both Robert and Clara Schumann worked 
collaboratively on a song cycle together, contributing songs to a single work entitled Gedichte 
aus Liebesfrühling (Figure 0.3). It is not clear whether Clara was responsible for the final 
ordering of these songs; the completed work was given to her as a wedding present by Robert. 
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Figure 0.3: Gedichte aus Liebesfrühling op. 24 (sequence of keys) 
 
 
the songs are in strophic form (S) while the remainder are through composed (T). The second 
half of the cycle is in and of itself bookended by songs for two voices (duos). The cycle does not 
begin and end in the same tonality, but there are several interesting symmetrical characteristics 
present, particularly the quasi-isorhythmic arrangement of mode (M/m) which is characterized 
by a grouping of five songs in the major mode followed by a song in the minor mode, and form 
(S/T) groupings of three through composed songs followed by a strophic setting. The second 
song of each half of the cycle (songs 2 and 8) are both in the minor mode while the rest of the 
songs are in the major mode. 
After Robert’s prolific “year of song” in 1840, Clara wrote two song cycles of her own 
both of which retain characteristic traits of Robert’s cycles (Figure 0.4). The sixth and final song 
of Lieder aus “Jucunde” ends on a half cadence in A-flat major, which accounts for the E-flat in 
parenthesis. The first half of the cycle is characterized by an ascending 3rd, whereas the second 
half is characterized by ascending 5ths and in a sense a return to the opening tonality of E-flat 
major by way of the half cadence in the final song. Sechs Lieder, which Clara wrote during the  
last years of Robert’s life is characterized by descending major 3rds and a descent by a 5th 
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Song 6: O lust, o lust “The joy, the joy” (all song translations by Richard Stokes) 
 
Was still sonst nur die Brust durchzieht, 
Fliegt aus auf lauten Schwingen 
O Lust, o Lust, vom Berg ein Lied 




What is wont to move quietly through the brest 
Now soars away on loud wings. 
The joy, O the joy to sing a song 
From the mountain down to the valley 
 




tritone distance away from where the cycle began, the point of farthest tonal removal from A 
major (song 1). During this final song the text itself seems to mirror the descent by 3rds and 5th 
and final tritone distance with its references to “soaring away” and “from the mountain down to 
the valley.” (see text for song 6 above). Robert Schumann’s early piano works and his song 
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by the works of Beethoven and Schubert. Could Clara have been influenced by her husband, or 
perhaps have influenced Robert in turn? 
 
Part II: Scholarship/Methodology 
Scholars primarily view the song cycles of Robert Schumann as collections of self-
contained songs, each song an event in and of itself that bears little significance to an overriding 
tonality. However, as outlined above, it has been recognized that adjacent key centers within 
Schumann’s cycles are separated by 3rds and 5ths or change mode to the parallel major/minor. 
“Almost without exception, adjacent songs demonstrate a close tonal bond, with relationships by 
third or fifth predominating, though in some instances, the bond is established by a simple shift 
in mode from major to minor or vice versa.”1 Much of this scholarship focuses on four of 
Schumann’s most popular cycles Dichterliebe and Liederkreis op. 39, Liederkreis op. 24 and 
Frauenliebe und Leben, with emphasis on the analysis of individual songs themselves and their 
relation to the poetic texts. “The order of the songs in a published cycle reflects the aesthetic 
choices that Schumann made as he considered how to convey the various levels of poetic and 
musical meaning most effectively, but this does not mean that he has created a unified tonal 
structure or a consistent narrative discourse. On the contrary, the complete cycle is as 
fragmentary and open-ended as the individual songs which it is comprised…”2 Dichterliebe and 
Liederkreis op. 39 receive the majority of scholarly attention, whereas Liederkreis op. 24 is 
largely not discussed, and Frauenliebe und Leben is written off as a decent piece of music set to 
an unfortunately dated and fraught cycle of poems. 
 
1 Daverio, John. Robert Schumann: herald of a" new poetic age". (Oxford University Press, 1997), 215. 
2 Hoeckner, Berthold. "Schumann and romantic distance." (Journal of the American Musicological Society 50.1 
(1997): 55-132), 67. 
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The cycles of Beethoven and Schubert are treated similarly. Typically, analysis and 
dissection of individual songs predominates while large-scale tonal logic is ignored. “…although 
Schubert did not devise a tonal scheme with close key relationships from song to song 
throughout the cycle after the manner of Beethoven and Schumann, he clearly associated 
particular tonalities with particular dramatic themes…”3 In David Ferris’ discussion of 
Schumann’s Liederkreis op 39 he states that the individual songs do not relate to a larger tonal-
logic. “Because Schumann uses structural elements within each song to respond to the poetic 
texts that he sets and to create coherence within his cycles, we cannot explain these processes by 
focusing exclusively on the structure of the whole cycle. Rather, we need to engage in the 
detailed study and analysis of the individual song.”4 Ferris seems to be arguing that any large-
scale logic must be examined by thorough analysis of the minutia of the individual songs. 
Charles Rosen describes the song cycle as a gradual unfolding of each individual song which 
leads to our understanding of the whole retrospectively. “The song cycle is the most original 
musical form created in the first half of the nineteenth century. It most clearly embodies the 
Romantic conception of experience as a gradual unfolding and illumination of reality in place of 
the Classical insistence on an initial clarity.”5 While the analysis of individual songs themselves 
is important, I would argue that there is much to be learned from a top-down analysis of 
Schumann’s cycles. The key center of each song and the large-scale arrangement of these songs 
is of primary importance in deciphering the tonal logic of these cycles in order to understand the 
 
3 Youens, Susan. Retracing a Winter's Journey: Franz Schubert's" Winterreise". (Cornell University Press, 2013), 
75. 
4 Ferris, David. Schumann's Eichendorff Liederkreis and the Genre of the Romantic Cycle. (Oxford University 
Press, 2000), 167. 
5 Rosen, Charles. The Romantic Generation. (Harvard University Press, 1998), 194. 
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relationship of music and text in Schumann’s cycles, even if we rarely hear these relationships in 
the concert hall during the performance itself. 
The methodology of this study focuses on the large-scale melodic, harmonic and formal 
designs in connection with the emotions and narratives of the poetic texts that Schumann set to 
music. As a starting point, I’ve turned to the work of Marshall Tuttle who utilizes a similar 
methodology based on hierarchically ordered elements.6 Tonality as we know it can be broken 
down into layers, a tiered ordering of: Tonality (Key), Chord, Chord Tone, Non-Chord Tone, and 








or chromatic notes unrelated to the main tonality exist at the bottom. For instance, most music 
from the Romantic era utilizes a key signature that represents the tonality of a particular piece of 
music. Within that piece of music, we expect to begin and end in the home key; we can also 
expect to modulate away from that home key to closely related or perhaps even distant tonalities. 
One might expect to hear for instance a melody or harmony that aligns with the tonality in 
question as well as notes within said melody/harmony that deviate from the norm (appoggiaturas, 
chromatic passing notes, etc.). Tonality (Key) is the canvas on which all of this detail (Chord, 
Chord Tone, Non-Chord Tone, Non-Scale Tone) is placed upon. 
Musical materials float freely through this tiered orientation, a single note is mutable and 
can migrate from a position within a melody, to a chord, to a tonality. For instance, the note C 
 
6 Tuttle, Marshall. Modal Ethos and Semiotics in Tonal Music. Edwin Mellen, 2017. 
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can exist within a larger melody, it can also exist as the root note of a C major chord; at the 
highest level it can be found as a Tonality (Key) of an entire movement, at the lowest level it can 
be found as a chromatic passing note between B and C-sharp. Examples of this play out in 
numerous ways throughout history, such as in Wagner’s Ring Cycle where the Nibelung 
(specifically the character Alberich) are characterized by chromatically saturated music 
signifying their place underground below the action of the Gods; Alberich for instance, tries to 
subvert this over the course of the cycle. Wotan (king of the gods) is characterized by the 
accompaniment of major chords whenever he speaks, signifying his existence on a higher plane. 
Likewise, the opening prelude of Wagner’s Tristan und Isolde, which contains a high degree of 
dissonance and chromaticism on the surface, is in essence slowly modulating around the 
tonalities A, C and E, a collection of Key centers which point toward the key of A minor as the 
overriding tonality of the prelude. The introductory music of Beethoven’s 7th Symphony in A 
major similarly modulates around the key centers A, C-sharp and E which again outline the 
tonality of the symphony as a whole.  
To showcase a more recent example of this activity, Beyoncé’s song Love on Top 
modulates five times chromatically up by step from C major to E major during the last half of the 
song. When these five tonalites are traced over the circle of fifths a star shape emerges (Figure 
0.5). The opening lyrics of the song “Honey, honey, I can see the stars all the way from here…” 
predict this sequence of modulations by embedding the shape of a star into our psyche which is 
realized through the series of modulations by the conclusion of the song. The fact that the song 
ends in E major further implies that we have been lifted above the initial tonic of C major, a 
fulfillment of the title of the song itself “Love On Top.” Here we see Tonality (Key) as a device 
which supports the text directly both in terms of poetic imagery and musical affect. A single  
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Figure 0.5: Beyoncé, Love on Top (star-shaped sequence of modulations C, C#, D, D#, E) 
 
 
chord is capable of moving to the level of a tonality. Likewise, a single note, be it chromatic or 
otherwise, can be infused with the importance of a tonality or modulation at a higher level. This 
methodology attempts to unearth and expose the tectonic plates that are moving beneath the 
surface of a composition, an approach that is necessary to decipher the music of Schumann’s 
song cycles. 
 
Part III: Early Piano Works 
 Before addressing Schumann’s vocal works in more detail, I would like to look 
specifically at the music he was composing prior to 1840. Schumann exclusively wrote piano 
music during the 1830s before his sudden infatuation with Lied and song cycles. These suites for 
piano, often many movements in length, exemplify his unique method of arranging key centers, a 
technique which he will carry into the composition of his song cycles. In these early piano 
works, adjacent key centers move by the interval of a 3rd or 5th; additionally, Schumann uses 
palindromic figurations and symmetrical arrangements of major and minor modes. Although 
several different key centers are touched upon throughout the course of these works, it seems as 
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if Schumann were thinking in terms of large-scale tonal constructions that direct the overall 
progression of these compositions. 
One of Schumann’s earliest piano works Papillons (1829-1831) is almost entirely 
constructed of adjacent key centers separated by 3rds and 5ths with three exceptions between 
songs 1-2, 4-5, and 9-10 which are separated by either a half or whole-step (Figure 0.6). Some of 
the adjacent relationships between keys result from either an augmented 2nd (songs 2-3) or a 
diminished 4th (songs 7-8). Internal modulations where the key signature is changed are  
 
Figure 0.6: Papillons (sequence of keys) 
 
 
presented in parenthesis. Movement 8 begins in C-sharp minor and ends in D-flat major, an 
enharmonic move which remedies the adjacent diminished fourth relationship between songs 7-8 
into a descending major third. The cycle begins and ends in D major which could be thought of 
as an overarching tonality for the piece as a whole. Symmetry prevails in the presentation of 
mode, notice the first six movements use the same modal progression (M, M, m, M, M, m) 
whereas the last six movements focus on minor and major modes respectively (m, m, m, M, M, 
M). The key centers of first half of the cycle outline a G minor scale, this is characterized by the 
augmented second between songs 2 and 3 (E-flat, F- sharp). Similarly, the second half of the 
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sharp, B-flat). It is as if the last two songs of the cycle echo the alternation of D minor and G 
minor that has been outlined in the background. In a sense, the final two movements of the cycle 
alleviate the strain of the minor mode by favoring the major mode (i.e., g and D minor are 
transformed into G and D major).  
 Carnaval (1834-35) composed only a few years later, is entirely constructed from 3rds 
and 5ths (Figure 0.7). For the sake of space, I have left out all internal modulations (most of 
which touch upon key centers already present in this diagram, excluding a short modulation to B 
major in movement 14). Additionally, I have not considered the cryptic movement entitled 
“Sphinxes” which is often omitted during performances of this work. The arrangement of key 
centers can be reduced showing a rising series of 5ths followed by a descending series of 3rds 
that return back to A-flat major where the piece began, which is potentially the tonality of the  
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piece as a whole. A-flat major is further supported as the tonality of the entire piece when these 
individual key centers are rearranged into a scale. The use of major and minor mode is 
appropriately paired with their role within an A-flat major scale (i.e. A-flat = major, C = minor, 
D-flat = Major, etc.) excepting the 6th movement in G minor (the 7th scale degree, which would 
normally be a diminished chord in A-flat major) entitled “Florestan” which tempestuously defies 
this rigorous ordering of mode. The key of B-flat which is presented in the major mode is also an 
outlier. 
There has been much speculation as to how Schumann organized his song cycles. Did he 
choose the text before writing the music, did he have a set order of movements or simply collect 
a handful of independent songs before determining the final order? We know for instance, that 
Dichterliebe was published several years after its completion, and that Schumann redacted no 
less than four songs before the work was finally published. This is the one song cycle that 
scholars have argued contains an overarching tonality, that of A major. Did the redaction of these 
four songs from Dichterliebe allow Schumann to more clearly express the tonality of A major? 
We might never truly know why he did this or how he came to decide on the final ordering of 
songs within Dichterliebe; however, it might be helpful to take a look at two piano pieces that 
were originally composed as a single suite and later divided into two separate pieces.  
Scenes from Childhood (1838) and Bunte Blätter (1836-1849) were originally composed 
as a complete set of short piano pieces during the mid 1830s. Schumann eventually decided to 
separate this collection into the two separate works we know today, Bunte Blätter being pieced 
together much later in 1849. The construction of both Papillons and Carnaval point to the fact 
that Schumann did carefully organize his compositions based on the symmetry we have seen thus 
far (Figure 0.8). 
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Scenes from Childhood begins and ends in G major. There a recurring movement of a 
rising 5th and descending 3rd between songs 1-3, 4-7 and 8-9 (see brackets in Figure 0.8). It is 
interesting to note that Träumerei, the seventh movement and one of the most beloved movements  
from this cycle, occurs exactly at the center of the piece both concluding and beginning anew the 
motion of a rising 5th and descending 3rd. Bunte Blätter is organized into three parts: Drei 
Stücklein, Albumblätter, and a series of character pieces that lead the work to its conclusion. If 
these three parts are thought of as self-contained then the M2 relationship between movements 3 
and 4 can be ignored. The third part of the cycle is unique in that movements 9 and 10 are 
separated by a m2 (B minor and B-flat minor respectively); this deviates from the typical motion 
of a 5th or 3rd. This adjacent move of a 2nd between B and B-flat may account for the perpetual 
change of mode in the two concluding movements of the cycle (songs 13 and 14) which are 
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problematized by their constant modulation from G major/minor (B natural against B flat). It 
should be noted that neither Scenes from Childhood nor Bunte Blätter seem to have an overriding 
tonality from beginning to end, perhaps because these works were formulated after the fact, 
having been extracted from their original whole. Did Schumann treat the extraction of these two 
suites from a single source in a similar way to his redaction of four songs from Dichterliebe? 
 The construction of these works for piano seem to imply that Schumann thought very 
carefully about organizing devices early on in his compositional career. His early piano works 
typically begin and end on the same tonality, outline tonal scales as in the first and second halves 
of Papillons, favor key centers that can be reduced into scales as is the case in Carnaval, and 
adjacent movements are nearly always separated by a 5th or 3rd. These intervals (5th and 3rd) 
are the building blocks of triadic harmony, and will be used as the principle constructive links 
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Chapter One: Frauenliebe und Leben 
Introduction 
Frauenliebe und Leben consists of eight songs, and is the shortest of Schumann’s song 
cycles discussed in this study. Frauenliebe und Leben was written by the German poet Adelbert 
von Chamisso in 1830 and consists of nine poems; Schumann omitted the last poem in his 
musical setting. The protagonist/narrator in Chamisso’s cycle is that of a young woman who falls 
in love with a man, marries him, has a child, and ultimately experiences the death of her 
husband. This song cycle stands apart from Schumann’s other cycles because of its clear linear 
narrative. I describe the sequence of events song-by-song briefly below. 
 
Synopsis (songs 1-8): 
1. I like him 
2. I really like him 
3. I had a dream he liked me 
4. We are getting married! 
5. I am nervous about getting married 
6. Let’s have a kid 
7. A child is born! 
8. The husband dies… 
 
The eight songs are in the following tonalities in this order: B-flat, E-flat, c, E-flat, B-flat, 
G, D, and d (Figure 1.1). All adjacent songs are separated by the interval of either a 5th or 3rd,  
except for the last two songs which change mode from major to minor (D major to D minor). 
This characteristic of adjacent songs separated by a 5th or 3rd is a feature of all four of 
Schumann’s song cycles discussed here, and is additionally a feature of several of his earlier 
piano works which preceded and most likely influenced the structure of his vocal compositions 
of 1840. The first five songs create a palindrome, descending from B-flat to E-flat to C, and back 
up to E-flat and B-flat. The third song (in C) which lies at the center of this palindrome is where 
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Figure 1.1: Sequence of tonalities 
 
 
the protagonist meets her lover for the first time in a dream. This dream marks a turning point: 
this is where the beloved declares his love for the protagonist. On the left side of this palindrome 
our protagonist is alone and pining for her beloved (songs 1 and 2); on the right side (songs 4 and 
5) the two lovers are joined in marriage. The opening five songs represent the first half of the 
cycle as a whole. The palindromic symmetry found in the first half of the cycle is eventually 
broken during the second half of the cycle (songs 5-8) where a G minor chord is clearly outlined 
(Figure 1.2). G minor is a tonality which pulls away from the opening tonic of B-flat toward the 
relative minor.  
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The cycle begins and ends in B-flat major; the final song is in D minor but ends with an 
extended piano coda that repeats the piano accompaniment of the first song (in B-flat major) 
without the voice. When the tonalities of each of the songs are arranged in step-wise motion, an 
incomplete B-flat major scale is formed (Figure 1.3). There is no song in the 5th scale degree 
(dominant) and no song in the 7th scale degree (leading tone). In the sixth song there is an 
 
Figure 1.3: B-flat major scale without 5th and 7th scale degrees 
 
 
internal modulation to C major (seen in parenthesis in Figure 1.1). The eighth song is in D minor 
but concludes with a memory of B-flat major, a partial repetition of the piano accompaniment 
from the first song as stated above (see “extension” in Figure 1.1). B-flat bookends the cycle on 
both sides, and it is safe to say that B-flat could be considered the tonality of the cycle as a 
whole. In essence, there is no way for our protagonist to move past the death of her husband 
because of the absence of the dominant and the leading tone in the macro-scale. She cannot 
resolve the situation, she cannot move forward, she is simply left with a memory of what was.  
 
Part I 
Song 1: Seit ich ihn gesehen “Since I saw him” 
 
Seit ich ihn gesehen, 
Glaub ich blind zu sein; 
Wo ich hin nur blicke, 
Seh ich ihn allein; 
Wie im wachen Traume 
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Taucht aus tiefstem Dunkel, 
Heller nur empor. 
 
Sonst ist licht- und farblos 
Alles um mich her, 
Nach der Schwestern Spiele 
Nicht begehr ich mehr, 
Möchte lieber weinen, 
Still im Kämmerlein; 
Seit ich ihn gesehen, 




Since first seeing him, 
I think I am blind, 
Wherever I look, 
Him only I see; 
As in a waking dream 
His image hovers before me, 
Rising out of deepest darkness 
Ever more brightly. 
 
All else is dark and pale 
Around me, 
My sisters’ games 
I no more long to share, 
I would rather weep 
Quietly in my room; 
Since first seeing him, 
I think I am blind. 
 
The protagonist sees the man she loves for the first time in the opening song of the cycle 
Seit ich ihn gesehen where she admires him from afar. Schumann utilizes melodic lines in the  
vocal part which echo and repeat themselves, reinforcing the palindromic structure that is slowly 
beginning to unfold in the background of the cycle itself. Seit ich ihn gesehen, consists of two 
stanzas and is set in strophic form. The highest note of the song (E-flat) comes on the downbeat 
of m.8 during the first stanza on the words “as in a waking dream, his image hovers before me” 
(lines 5-6) this E-flat is immediately echoed again in m.10. The same melodic ascent and echo of 
E-flat reappears in mm.24-26 during the second stanza (Figure 1.4). The strophic setting, and 
repetition/echoing of E-flat represents the protagonist’s longing for the man she is so desperately 
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in love with. His image appears as an E-flat that rises in the melodic line only to fall out of sight 
from the protagonist, not once but twice! 
 
Figure 1.4: Rising E-flat in the vocal part (mm.7-11 and mm.23-27) 
 
 
The end of each strophic section is characterized by a deceptive cadence to G minor both 
in mm.14-15 and mm.30-31 (Figure 1.5). This move to G minor comes as quite a surprise with a 
jarring F-sharp chromatic passing tone in the bass against the B-flat in the vocal line. The affect 
here is severe, both times the F-sharp in the bass is aligned with the last word of each stanza, in a 
sense silencing the protagonist, cutting her off before resolving correctly to the tonic of B-flat. 
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Figure 1.5: Deceptive cadence to G minor (mm.14-17 and mm.30-33) 
 
 
in the macro-scale (Figure 1.2) where a G minor chord is outlined by the tonalities of the second 
half of the cycle. As stated above, B-flat major acts as the overriding tonality of the cycle itself 
(Figure 1.3); however, the presence of G minor (the relative minor) is haunting, as if pointing a 
bony finger toward the death of the protagonist’s husband which takes place in the second half of 
the cycle. The deceptive cadence to G minor in this opening song serves as a sort of warning, a 
foreboding of events to come. 
Schumann repeats the opening lines of the first stanza “since first seeing him, I think I am 
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protagonist is grappling with. The first three songs of the cycle all repeat their opening lines in 
this way, a feature which in a sense prepares the large-scale piano coda at the very end of the 
cycle, a repetition in and of itself. For the protagonist this act of repeating the opening lines of 
the poem at the end of the first three songs implies that she cannot move forward in life without 
the man she loves; she always ends up back where she started. 
 
Song 2: Er, der Herrlichste von allen “He, the most wonderful of all” 
 
Er, der Herrlichste von allen, 
Wie so milde, wie so gut! 
Holde Lippen, klares Auge, 
Heller Sinn und fester Mut. 
 
So wie dort in blauer Tiefe, 
Hell und herrlich, jener Stern, 
Also er an meinem Himmel, 
Hell und herrlich, hehr und fern. 
 
Wandle, wandle deine Bahnen; 
Nur betrachten deinen Schein, 
Nur in Demut ihn betrachten, 
Selig nur und traurig sein! 
 
Höre nicht mein stilles Beten, 
Deinem Glücke nur geweiht; 
Darfst mich niedre Magd nicht kennen, 
Hoher Stern der Herrlichkeit! 
 
Nur die Würdigste von allen 
Darf beglücken deine Wahl, 
Und ich will die Hohe segnen, 
Viele tausendmal. 
 
Will mich freuen dann und weinen, 
Selig, selig bin ich dann; 
Sollte mir das Herz auch brechen, 




He, the most wonderful of all, 
How gentle and loving he is! 
Sweet lips, bright eyes, 
A clear mind and firm resolve. 
 
Just as there in the deep-blue distance 
That star gleams bright and brilliant, 
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So does he shine in my sky, 
Bright and brilliant, distant and sublime. 
 
Wander, wander on your way, 
Just to gaze on your radiance, 
Just to gaze on in humility, 
To be but blissful and sad! 
 
Do not heed my silent prayer, 
Uttered for your happiness alone, 
You shall never know me, lowly as I am, 
You noble star of splendour! 
 
Only the worthiest woman of all 
May your choice elate, 
And I shall bless that exalted one 
Many thousands of times. 
 
Then shall I rejoice and weep, 
Blissful, blissful shall I be, 
Even if my heart should break, 
Break, O heart, what does it matter? 
 
The second song of the cycle Er, der Herrlichste von allen is in E-flat and begins with 
pulsing eighth notes in the piano accompaniment followed by a vocal melody which outlines the  
tonic chord of E-flat (Figure 1.6). The shape of this melody resembles the change in tonality 
from the first song (B-flat) to the second song (E-flat). The first two stanzas are set to more or 
less the same music beginning on the tonic and ending on the dominant E-flat to B-flat, again 
echoing the adjacent relationship between the first and second songs. Both the second and third 
stanzas are preceded by a piano figuration whereby the triadic melody found in the opening 
vocal part is imitated by the piano in m.9 and mm.17-20 (Figure 1.7). 
This echoing between the voice and piano plays out in a stunning display of imitation at 
the end of stanza six: ”Even if my heart should break, Break, O heart, what does it matter?” 
(lines 23-24). Here the piano modulates from A major back to the tonic of E-flat major through a 
complete circle of descending fifths (using 2-3 suspensions), falling the distance of a tritone 
(Figure 1.8). The tonality of A is the point of farthest removal from E-flat. Schumann  
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Figure 1.6: Vocal melody outlining E-flat major (opening of song 2) 
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ingeniously juxtaposes the text of stanza six “Even if my heart should break, Break, O heart, 
what does it matter?” with the return of the first stanza “He, the most wonderful of all, how 
gentle and loving he is!” (lines 1-2) in the middle of this modulation reinforcing the extreme 
distance traversed from A and E-flat. 
 
Figure 1.8: Modulation from A major to E-flat (tonic) with triadic melody in piano and voice (mm.54-60) 
 
 
Song 3: Ich kann’s nicht fassen, nicht glauben “I cannot grasp it, believe it” 
 
Ich kann’s nicht fassen, nicht glauben, 
Es hat ein Traum mich berückt; 
Wie hätt er doch unter allen 
Mich Arme erhöht und beglückt? 
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„Ich bin auf ewig dein“— 
Mir war’s—ich träume noch immer, 
Es kann ja nimmer so sein. 
 
O lass im Traume mich sterben, 
Gewieget an seiner Brust, 
Den seligen Tod mich schlürfen 




I cannot grasp it, believe it, 
A dream has beguiled me; 
How, from all women, could he 
Have exalted and favoured poor me? 
 
He said, I thought, 
‘I am yours forever’, 
I was, I thought, still dreaming, 
After all, it can never be. 
 
O let me, dreaming, die, 
Cradled on his breast; 
Let me savour blissful death 
In tears of endless joy. 
 
During the third song Ich kann’s nicht fassen, nicht glauben the protagonist meets the 
man she loves for the first time in a dream; this song demarcates the middle of the palindrome. 
“A pervasive image of inner visioning, the dream, turns up in five of Chamisso’s nine poems, a 
clear measure of the priority that states of imagination, both fantasy and memory, are granted in 
the cycle. It is this aspect of the poetry that Robert Schumann responded to with the greatest 
invention.”1 This song opens with a recitative-like delivery of the text, a feature which is also 
recognizable in the final song of the cycle, again a foreshadowing of sorts (Figure 1.9 below). 
Within the folds of her dream the protagonist is approached by the man she loves who 
speaks to her for the first time at the beginning of the second stanza: “He said, I thought, ‘I am 
yours forever’” (lines 5-6). This declaration of love is accompanied by a chord progression 
resolving to B-flat on the word “dein” in m.23, a fulfillment of the tonic of the cycle as a whole.  
 
1 Muxfeldt, Kristina. "Frauenliebe und Leben now and then." (19th-century Music 25.1 (2001): 27-48), 41. 
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Figure 1.9: Recitative vocal opening in songs 3 and 8 
 
 
The second stanza concludes “I was, I thought, still dreaming, after all, it can never be.” (lines 6-
7). These lines are characterized by a chord progression in G minor on the word “kann” m.29 
(Figure 1.10).  B-flat is the tonality we have fallen away from over the course of the cycle thus 
far; however, it will end up being the tonality that represents the fulfillment of marriage for the 
protagonist in the fifth song of the cycle (in B-flat major). During this dream, the protagonist is 
offered the hand of her lover in B-flat, but her hopes and fears deviate to G minor during this 
interaction. The opening lines of the first stanza “I can’t grasp it, believe it, a dream has beguiled 
me,” originally sung at a forte dynamic, are repeated at the end of the song softly piano, almost 
whispered as the song resolves back to the tonic. The piano wraps up the movement with a 
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sixth song Süßer Freund, du blickest where an internal modulation to C major points back 
toward the events of this dream rectifying these fears and doubts (Figure 1.11). 
 
Figure 1.10: Her beloved speaks “dein” B-flat major and “kann” G minor (mm.20-31) 
 
 













[He said, I thought] 'I am yours forever,' I was, I thought , still dreaming...
Ich bin
ritard.






...after all, it can never be. (lines 5-8)
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Song 4: Du Ring an meinem Finger “You ring on my finger” 
 
Du Ring an meinem Finger, 
Mein goldenes Ringelein, 
Ich drücke dich fromm an die Lippen, 
Dich fromm an das Herze mein. 
 
Ich hatt ihn ausgeträumet, 
Der Kindheit friedlich schönen Traum, 
Ich fand allein mich, verloren 
Im öden, unendlichen Raum. 
 
Du Ring an meinem Finger 
Da hast du mich erst belehrt, 
Hast meinem Blick erschlossen 
Des Lebens unendlichen, tiefen Wert. 
 
Ich will ihm dienen, ihm leben, 
Ihm angehören ganz, 
Hin selber mich geben und finden 
Verklärt mich in seinem Glanz. 
 
Du Ring an meinem Finger, 
Mein goldenes Ringelein, 
Ich drücke dich fromm an die Lippen, 




You ring on my finger, 
My golden little ring, 
I press you devoutly to my lips, 
To my heart. 
 
I had finished dreaming 
Childhood’s peaceful dream, 
I found myself alone, forlorn 
In boundless desolation. 
 
You ring on my finger, 
You first taught me, 
Opened my eyes 
To life’s deep eternal worth. 
 
I shall serve him, live for him, 
Belong to him wholly, 
Yield to him and find 
Myself transfigured in his light. 
 
You ring on my finger, 
My golden little ring, 
I press you devoutly to my lips, 
To my heart. 
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The fourth and fifth songs revisit tonalites we have heard before, E-flat major and B-flat 
major respectively. These two songs complete the journey through the palindromic form of the 
first half of the cycle. Du Ring an meinem Finger returns to the key of E-flat major and consists 
of 5 stanzas in ABACA form. Notice that the A refrain is stated three times as in a rondo form 
(quasi-palindromic in and of itself). The etymology of the word rondo means “little round.” The 
fifth poem itself (as Chamisso wrote it) ends by repeating the first stanza firmly establishing this 
change in fortune for our protagonist. The A sections are characterized by the repetition of the 
words “You ring on my finger.” During these repetitions the vocal melody and accompanying 
harmonies always deviate away from E-flat toward G minor, but quickly slip chromatically back 
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to the tonic mm.1-5 (Figure 1.12 above). The threat of G minor is treated here as a minor 
deviation from the tonic; there are no more concerns, doubts or fears for our protagonist 
concerning her lover. The image of the lover, originally represented by the soaring E-flat in Seit 
ich ihn gesehen is now represented by the tonality of E-flat. The beloved now surrounds the 
protagonist in the key of E-flat, just as the ring around her finger firmly embraces her flesh. 
 
Song 5: Helft mir, ihr Schwestern “Help me, my sisters” 
 
Helft mir, ihr Schwestern, 
Freundlich mich schmücken, 
Dient der Glücklichen heute mir, 
Windet geschäftig 
Mir um die Stirne 
Noch der blühenden Myrte Zier. 
 
Als ich befriedigt, 
Freudigen Herzens, 
Sonst dem Geliebten im Arme lag, 
Immer noch rief er, 
Sehnsucht im Herzen, 
Ungeduldig den heutigen Tag. 
 
Helft mir, ihr Schwestern, 
Helft mir verscheuchen 
Eine törichte Bangigkeit, 
Dass ich mit klarem 
Aug ihn empfange, 
Ihn, die Quelle der Freudigkeit. 
 
Bist, mein Geliebter, 
Du mir erschienen, 
Giebst du mir, Sonne, deinen Schein? 
Lass mich in Andacht, 
Lass mich in Demut, 
Lass mich verneigen dem Herren mein. 
 
Streuet ihm, Schwestern, 
Streuet ihm Blumen, 
Bringet ihm knospende Rosen dar, 
Aber euch, Schwestern, 
Grüss ich mit Wehmut, 




Help me, my sisters, 
With my bridal attire, 
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Serve me today in my joy, 
Busily braid 
About my brow 
The wreath of blossoming myrtle. 
 
When with contentment 
And joy in my heart 
I lay in my beloved’s arms, 
He still called, 
With longing heart, 
Impatiently for this day. 
 
Help me, my sisters, 
Help me banish 
A foolish fearfulness; 
So that I with bright eyes 
May receive him, 
The source of all my joy. 
 
Have you, my love, 
Really entered my life, 
Do you, O sun, give me your glow? 
Let me in reverence, 
Let me in humility 
Bow before my lord. 
 
Scatter flowers, O sisters, 
Scatter flowers before him, 
Bring him budding roses. 
But you, sisters, 
I greet with sadness, 
As I joyfully take leave of you. 
 
The fifth song Helft mir, ihr Schwestern returns to the tonality of B-flat major. Schumann 
writes the following indication for the pianist “Immer mit pedal” creating a unique sonic-texture 
resembling the echoing space of a church/cathedral or the ringing of bells. Additionally, the 
opening vocal melody in this fifth song is nearly identical to the opening vocal melody of the  
first song of the cycle, heralding a sense of return to B-flat (Figure 1.13 below). These opening 
flourishes of B-flat major over a constant B-flat pedal in the piano accompaniment sonically 
represent the echoing and reverberating space in which the marriage ceremony is about to take 
place for the protagonist and her beloved. “The nervously excited vocal melody of song 5, “Helft 
mir ihr Schwestern,” is grafted onto a background of pealing bells, suggested by the din of the  
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Figure 1.13: “Immer mit Pedal” (mm.1-5) and song 1 vocal line (mm.1-5) 
 
 
hollow turning figures, which give way, at the close of the song, to a solemn wedding march as 
the bride begins her procession toward the altar.”2 Bells are no stranger to Schumann, they 
appear in his earlier piano work Papillons at the end of the final movement. Additionally, 
Schumann conjures the image of a bell in a poem he penned during the time of his marriage to 
Clara. 
 
…the saga of a bell, 
So huge and heavy when it fell, 
That the cupola holding it 
Was dragged into the ground 
And buried there as well, 
Boring deeper into the earth each year. 3 
 
 
2 Ibid, 42. 
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Helft mir ihr Schwestern consists of 5 stanzas (ABACA) maintaining the same “cyclical” 
form of the previous song. During stanza four the protagonist is standing at the altar as her 
husband to be approaches: “Do you, O sun, give me your glow?” (line 21). At this moment, in 
the midst of the reverberating key of B-flat major the harmony shifts toward C minor, a tonality 
which recalls the fears and doubts of the protagonist’s dream during the third song where the 
dream-image of her lover promises her “I am yours forever” (Figure 1.14). Several things are 
coalescing here: The turn-figuration in m.30 (characterized by a B-natural) also suggests a 
modulation to C minor, although B-flat appears to alleviate this in the same measure. Likewise, 
the piano accompaniment and melodic line with this characteristic turn-figuration resemble the  
 









Bist, mein Ge lieb- ter,- du mir er schie- nen,- giest







. . . . . . . .
?bb
p




res- Au ge,- hel ler- Sinn und fe
T
ster- Muth.






œ œj œj œ ™ œj œ œj œj œ ™ œj œ œj œj œ ™ œJ œ œJ œbJ œ Œ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœn œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœn œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœb œœ œœœ œœœ œœœ œœœ
˙̇ ˙̇bb ˙̇ ˙̇ œœ œœ œœ œœ œ
œ œœnn ˙̇
œ œ Œ œ ™j œr œ œ Œ œj œj œ ™ œJ œ œJ œJ ˙ Ó
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœn œœœ œœœ œœœ œœœ œœœ œœœn œœœœœœœœœ œœœ
j œ œJ œ ™ œ œ ™ œ
œœ œœ ™™ œœ ˙̇ œœ œœ ™™ œœ œœ œœ ˙̇ ˙̇ œœ
j
œœœœb œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
 
  34 
 
second song of the cycle (mm.6-9). Additionally, the ascent to E-flat from the opening song of 
the cycle is alluded to and is reinforced by the words “Do you, O sun, give me your glow?” (line 
21). In essence, the first three songs of the cycle (the first half of the palindrome) are collapsing 
into this final song of the first half of the cycle.  
During the fifth and final stanza resolution back to B-flat is achieved as her beloved 
approaches the altar. This is followed by a short wedding-march theme in the piano as a sort of 
codetta bringing the song to a close. This six-measure piano codetta resembles a horn call and 
descends to an oddly open-ended cadence with a D in the bass, a harmonic resolution which will 
be transformed in the vocal line of the song to follow (Figure 1.15). 
 




Song 6: Süsser Freund, du blickest “Sweet friend, you look” (Schumann omits the third stanza not shown here) 
 
Süsser Freund, du blickest 
Mich verwundert an, 
Kannst es nicht begreifen, 
Wie ich weinen kann; 
Lass der feuchten Perlen 
Ungewohnte Zier 
Freudig hell erzittern 
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Wie so bang mein Busen, 
Wie so wonnevoll! 
Wüsst ich nur mit Worten, 
Wie ich’s sagen soll; 
Komm und birg dein Antlitz 
Hier an meiner Brust, 
Will in’s Ohr dir flüstern 
Alle meine Lust. 
 
Weisst du nun die Tränen, 
Die ich weinen kann, 
Sollst du nicht sie sehen, 
Du geliebter Mann? 
Bleib an meinem Herzen, 
Fühle dessen Schlag, 
Dass ich fest und fester 
Nur dich drücken mag. 
 
Hier an meinem Bette 
Hat die Wiege Raum, 
Wo sie still verberge 
Meinen holden Traum; 
Kommen wird der Morgen, 
Wo der Traum erwacht, 
Und daraus dein Bildnis 




Sweet friend, you look 
At me in wonder, 
You cannot understand 
How I can weep; 
Let the unfamiliar beauty 
Of these moist pearls 
Tremble joyfully bright 
In my eyes! 
 
How anxious my heart is, 
How full of bliss! 
If only I knew 
How to say it in words; 
Come and hide your face 
Here against my breast, 
For me to whisper you 
All my joy. 
 
Do you now understand the tears 
That I can weep, 
Should you not see them, 
Beloved husband? 
Stay by my heart, 
Feel how it beats, 
That I may press you 
Closer and closer. 
 
 
  36 
 
Here by my bed 
There is room for the cradle, 
Silently hiding 
My blissful dream; 
The morning shall come 
When the dream awakens, 
And your likeness 
Laughs up at me. 
 
Songs 5-8 constitute the second half of the cycle, and structurally outline a G minor triad 
(see Figure 1.2). The sixth song of the cycle Süßer Freund, du blickest portrays the newlyweds 
on their wedding night. This song begins and ends in G major and stands apart from the other 
songs because of its internal modulation to C major during mm.25-44. Finally, the dream of the 
third song is now becoming a reality; this sixth song ameliorates the C minor fears and doubts of 
the third song by way of this internal modulation to C major. 
Süßer Freund, du blickest begins with a series of wedge-like movements in the piano 
beginning in the first measure and gradually unfolding over the course of mm.1-5. The piano 
begins with a simple major third (D, F-sharp) that transforms into a diminished triad (C-sharp, E, 
G) followed by a dominant 7th chord (C, D, F-sharp, A). At the same time the bass line descends 
by 4ths and 5ths; there is a sense of growing emotionality during mm.1-2 (Figure 1.16). The  
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unresolved cadence from the previous song in B-flat major (with a D/B-flat in the lower register) 
is transformed enharmonically in the vocal line of the sixth song which begins with a descent 
from D to A-sharp (enharmonically B-flat). It is in this song that the two lovers are finally able to  
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consummate their marriage with one another. The music is soft and sensual and eventually picks 
up pace during the modulation to C major, representing the climax of their union, “Stay by my 
heart, feel how it beats, that I may press you closer and closer” (line 21-24) accompanied by an 
ascending sequence in the piano which recalls a similar ascending sequence from the second 
song (Figure 1.17 above). Additionally, in m.32 Schumann indicates for the tempo to speed up 
“Lebhafter.” Kristina Muxfeldt points out that “The sixth song is an intimate scene in which she 
[the protagonist] discloses her pregnancy to her husband.”4 The cycle is truly at its most intimate, 
although I would argue that the newlywed couple is making the baby here. 
This sixth song lies at the heart of the cycle and is arguably the most sentimental in 
affect. “…as she awaits the birth of her own first child, she looks expectantly to the future, trying 
to picture what their offspring will look like: when the dream finally awakens it will be her 
husband’s likeness—“dein Bildniss”—that smiles up at her.”5 The final stanza returns to the 
tonality of G major “Here by my bed There is room for the cradle” (25-26). Now that the music  
 
Figure 1.18: “dein Bildniss!” ending of song 6 (mm.57-58) 
 
 
4 Muxfeldt, "Frauenliebe und Leben now and then." 48. 
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has returned to its original pace the lovers rest beside one another. It is a peaceful moment. 
Between heavy eyes they gaze sleepily and longingly at one another, “dein Bildnis!” (line 31) are 
the last words our protagonist utters. “dein Bildnis!” is set to the notes (F-sharp, A, G); the face 
of the man she loves is the last thing she sees before falling asleep mm.57-58 (Figure 1.18 
above). 
 
Song 7: An meinem Herzen an meiner Brust “On my heart, at my breast” 
An meinem Herzen, an meiner Brust, 
Du meine Wonne, du meine Lust! 
 
Das Glück ist die Liebe, die Lieb ist das Glück, 
Ich hab’s gesagt und nehm’s nicht zurück. 
 
Hab überschwenglich mich geschätzt, 
Bin überglücklich aber jetzt. 
 
Nur die da säugt, nur die da liebt 
Das Kind, dem sie die Nahrung giebt; 
 
Nur eine Mutter weiss allein, 
Was lieben heisst und glücklich sein. 
 
O, wie bedaur’ ich doch den Mann, 
Der Mutterglück nicht fühlen kann! 
 
Du lieber, lieber Engel, Du 
Du schauest mich an und lächelst dazu! 
 
An meinem Herzen, an meiner Brust, 




On my heart, at my breast, 
You my delight, my joy! 
 
Happiness is love, love is happiness, 
I’ve always said and say so still. 
 
I thought myself rapturous, 
But now am delirious with joy. 
 
Only she who suckles, only she who loves 
The child that she nourishes; 
 
Only a mother knows 
What it means to love and be happy. 
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Ah, how I pity the man 
Who cannot feel a mother’s bliss! 
 
You dear, dear angel, you, 
You look at me and you smile! 
 
On my heart, at my breast, 
You my delight, my joy! 
 
Figure 1.19: “dein Bildniss!” melody used twice during last three bars of piano accompaniment 
 
 
The last two songs of the cycle are in D major and D minor respectively. The image of 
the beloved “dein Bildniss!” is transformed into the birth of a new born child in the seventh song 
An meinem Herzen, an meiner Brust which maintains a quick tempo throughout and is the most 
fleeting of all the songs in the cycle. It is a brief and uplifting interlude before the death of the 
protagonist’s husband in the following song. The vocal melody from the end of the sixth song  
“dein Bildniss!” (F-sharp, A, G) is echoed by the piano in the last four measures of this seventh 
song (Figure 1.19 above). The motive appears twice in two different configurations, first (F-
sharp, A, G) and then as (C-sharp, E, D), before the final cadence in D major (Figure 1.19). 
 
Song 8: Nun hast du mir den ersten Schmerz getan “Now you have caused me my first pain” 
 
Nun hast du mir den ersten Schmerz getan, 
Der aber traf. 
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Es blicket die Verlassne vor sich hin, 
Die Welt ist leer. 
Geliebet hab ich und gelebt, ich bin 
Nicht lebend mehr. 
 
Ich zieh mich in mein Innres still zurück, 
Der Schleier fällt, 
Da hab ich dich und mein verlornes Glück, 




Now you have caused me my first pain, 
But it struck hard, 
You sleep, you harsh and pitiless man, 
The sleep of death. 
 
The deserted one stares ahead, 
The world is void. 
I have loved and I have lived, 
And now my life is done. 
 
Silently I withdraw into myself, 
The veil falls, 
There I have you and my lost happiness, 
You, my world! 
 
The change of mode from major to minor between the last two songs juxtaposes the birth 
of the child with the death of the husband. The final song Nun hast du mir den ersten Schmerz 
getan begins with a sforzando D minor chord and is characterized by a quasi-recitative vocal 
style, a shocking change of texture and vocal delivery “Now you have caused me my first pain” 
(line 1). This dramatic D minor chord is quite painful, and stands in opposition to the sweet D 
major dyad of the sixth song, both are found on the second beat of the opening measure (Figure 
1.20 below). 
The first stanza of the eighth song clearly establishes D minor as the tonic and concludes 
with a half cadence on the text “the sleep of death.” (line 4). The second stanza is characterized 
by a higher degree of chromatic movement and ultimately ends in C minor on the text “I have 
loved and I have lived, and now my life is done.” (lines 7-8). C minor points backwards towards  
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Figure 1.20: Opening of song 8 (mm.1-3) and opening of song 6 (mm.1-5) 
 
 
the tonality of the third song which also features a recitative-like vocal delivery. The third and 
final stanza oscillates between a G minor and diminished 7th chord in an attempt to return to the 
tonic of D minor. “Silently I withdraw into myself, The veil falls” (lines 9-10). G minor has been 
hiding in the background the whole time, casting a shadow over the second half of the cycle. At 
this moment, G minor is used as a plagal cadence, sinking into the fabric of the final lines of the 
poem “There I have you and my lost happiness, you, my world! (lines 11-12). “Putting a veil 
[Schleier]” over something was one of Schumann’s favorite expressions, a typically romantic 
idiom that alludes to mystery and obscurity.6 This final stanza ends on a half-cadence (A major 
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chord) in D minor, the vocal line ends on the note E “you, my world!” This note (E) is the 
distance of a tritone away from B-flat, the tonality of the song cycle. This is the point of furthest 
removal between the protagonist and the world she once shared with her husband who is now 
gone forever (Figure 1.21). There is no getting him back. 
 




The half-cadence (A major chord) that terminates the final stanza moves to a dominant 
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accompaniment from the first song in B-flat major. The two missing scale degrees of the cycle 
(the 5th and 7th scales degrees in B-flat major, see Figure 1.3) are now accounted for. The A 
major and F dominant 7th chords lead us from the tonality of D minor back to the opening 
tonality of the cycle itself in B-flat major! The protagonist falls silent as this memory floats 
before her, a haunting reminder of the man she has lost, her voice is gone, she has withdrawn 
into herself. We hear in the piano accompaniment the image of her lover, soaring to a high E-flat 
and echoed again as an inner voice entombed within the piano accompaniment (Figure 1.22). His 
image has fallen away, it is an E-flat shuddering one last time within the texture of the 
accompaniment, disappearing forever. 
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Conclusion 
B-flat major bookends the cycle. The first half of the cycle takes the form of a 
palindrome, dipping away from and returning back to B-flat while the second half of the cycle 
outlines a G minor chord. The absence of the 5th and 7th scale degrees allows G minor to pull 
away from the tonic (B-flat) during the second half of the cycle. The eventual return of B-flat 
serves as a memory of past events as opposed to a legitimate resolution back to the tonic.  
As with all of his vocal music from 1840, Schumann must have been concerned with the 
trials and tribulations taking place in his own life, especially in relation to his marriage with 
Clara Schumann. “Schumann is looking from the female perspective here, through Chamisso’s 
poetry, from Clara’s perspective but also perhaps switching sex roles, he’s looking through both 
persons’ eyes.”7 It seems that Frauenliebe und Leben contains Schumann’s hopes for his future 
life with Clara, as well as his fears. Perhaps Schumann turned to the genre of Lied and the song 
cycle as a way of funneling his shared experiences with the protagonist of Chamisso’s poems. 
“What can have made an attractive subject specifically for a song cycle, a genre that by the 
1820s had evolved into an ambitious medium for exploring the inner workings of the human 
psyche?”8 The possibility of exploring the inner workings of tonality in relation to text certainly 
seems like it was of interest for Schumann in this particular cycle! Frauenliebe und Leben serves 
as a deeply moving account of the human condition (from the perspective of a young woman) 






7 Boyd, Melinda Jean. “Gendered Voices: The Liebesfrühling Lieder of Robert and Clara Schumann.” (Diss. 
University of British Columbia, 1996), 36. 
8 Muxfeldt, "Frauenliebe und Leben now and then." 40. 
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Chapter Two: Liederkreis op. 24 
Introduction 
Liederkreis op. 24 consists of nine songs, making it only slightly larger than Frauenliebe 
und Leben. In Liederkreis op. 24, Schumann chose to set a sequence of nine poems from 
Heinrich Heine’s Junge Leiden (Youthful Sorrows). Similar to Chamisso’s Frauenliebe und 
Leben, Heine’s Junge Leiden has a clear protagonist/narrator, that of a young man who is 
desperately in love with a woman who doesn’t know he exists. Over the course of the cycle the 
young man’s love goes unrequited prompting him to travel far away from his home and the 
woman he loves in an attempt to quell his turbulent emotions. The sequence of events song-by-
song is briefly outlined below. 
 
Brief synopsis (songs 1-9): 
1. Where is my love? 
2. I am impatient for my love! 
3. He sees her from a distance…  
4. More impatience 
5. Farewell! He travels away from home 
6. Leaving with the sailors 
7. On the boat 
8. It was difficult to leave, but I did it 
9. I have left and I have buried my love successfully! 
 
 
The nine songs are in the following tonalities: D, b, B, e, E, E, A, d and D (Figure 2.1). 
All adjacent songs are separated by the interval of a 3rd or 5th; the opening half of the cycle 
descends by thirds, whereas the last half of the cycle ascends by fourths (an inversion of 
descending fifths). The fifth song occupies the center of the cycle, and is the point at which the 
protagonist decides to leave his homeland and the woman he loves behind. On the left side of 
this centermost song the protagonist longs for the woman he loves, whereas on the right side of 
the centermost song he has set his mind on leaving everything behind. The cycle can be divided  
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Figure 2.1: Sequence of tonalities 
 
 
into three sections, each section contains three songs (see Figure 2.1). Each of these sections 
contains two songs in the same key but different modes (minor/major). Similarly, each section 
contains a song that is characterized by a significant modulation (or excursion) to G major, a key 
signature consistently associated with the image or presence of the woman he loves. The 
concluding song of the cycle (in D major) does not necessarily modulate to the key of G, but 
there is a strong tendency for IV to resolve to I, hence the designation “plagal” in parenthesis in 
Figure 2.1. Additionally, the first three songs outline a G major triad, again the key associated 
with his beloved. 
The cycle begins and ends in D major. When the tonalities are arranged in step-wise 
motion an incomplete D major scale is formed (Figure 2.2). Notice that there is no tonality in the 
3rd scale degree (mediant) and no tonality in the 7th scale degree (leading tone). As in 
Frauenliebe und Leben, the absence of the two missing notes in the macro-scale plays out in  
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numerous ways within the detailed landscapes of the songs themselves. Mode (major/minor) is 
problematized throughout this cycle because of the absence of the 3rd scale degree in this 
background structure. Songs 2-3, 4-5 and 8-9 change mode from parallel minor to major 
tonalities, a feature that neatly organizes itself into the three-part form mentioned above (see 
Figure 2.1). 
The protagonist’s feelings of love go unrequited throughout the cycle, leading to his 
departure in the second half of the cycle. In essence, the tonal structure reflects the narrative. The 
unresolved nature of his love is supported by the absence of the leading tone in the macro-scale; 
hence the background structure is stripped of a dominant chord (A major). Because of this 
absence of the dominant, IV (G major) is structurally more important than V (A major). The 
subdominant G major is outlined in Figure 2.2, representing the persistent presence of his 
beloved who always shows up in G major. His beloved also shows up during the modulations to 
G during songs three and five. No matter where our protagonist goes, his love is in the 
background the whole time. Ultimately, the protagonist departs to a distant land as a way of 
remedying this. Through this departure he attempts to “bury his love” in the final song where the 
image of his beloved (G major) is transformed into a minor plagal cadence resolving to D major 
(iv to I). This transformation of G major into G minor is a merging of the structural significance 




Song 1: Morgens steh’ ich auf und frage "Every morning I awake and ask" 
 
Morgens steh’ ich auf und frage: 
Kommt feins Liebchen heut? 
Abends sink’ ich hin und klage: 
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Ausblieb sie auch heut. 
 
In der Nacht mit meinem Kummer 
Lieg’ ich schlaflos, lieg’ ich wach; 
Träumend, wie im halben Schlummer, 




Every morning I awake and ask: 
Will my sweetheart come today? 
Every evening I lie down, 
Complaining that she did not appear. 
 
All night long with my grief 
I lie sleepless, lie awake; 
Dreaming, as if half asleep, 
I wander through the day. 
 
Figure 2.3: Hocket-like back and forth in piano accompaniment (mm.1-8) 
 
 
The protagonist is anxious at the onset of the cycle; he asks “Each morning I get up and 
ask: will my sweetheart come today?” (lines 1-2). This unrest is portrayed in the piano 
accompaniment through a hocket-like back and forth between the right and left hands. We are 
introduced to an individual steeped in thoughts of love and longing, yet the music depicts a 
relatively carefree attitude (Figure 2.3). This opening song of the cycle “Morgens steh’ ich auf 
und frage” consists of two stanzas and sustains a relatively upbeat and optimistic tone despite the 
anxiousness of the text. Midway through the final stanza a glimpse of G major is alluded to 
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(lines 6-8) (Figure 2.4). In mm.26-37 the vocal part meanders around the note B while the piano 
accompaniment extends the tonality of G major before quickly moving back to the tonic of D 
major. This foreshadowing of G major points toward the image of the beloved who will 
eventually appear more fully in G major (by way of a key signature change) during the middle of 
the third song of the cycle. 
 
Figure 2.4: A glimpse of G major (mm.26-37) 
 
 
Song 2: Es treibt mich hin "I’m driven this way" 
 
Es treibt mich hin, es treibt mich her! 
Noch wenige Stunden, dann soll ich sie schauen, 
Sie selber, die schönste der schönen Jungfrauen;— 
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Die Stunden sind aber ein faules Volk! 
Schleppen sich behaglich träge, 
Schleichen gähnend ihre Wege;— 
Tummle dich, du faules Volk! 
 
Tobende Eile mich treibend erfasst! 
Aber wohl niemals liebten die Horen;— 
Heimlich im grausamen Bunde verschworen, 




I’m driven this way, driven that! 
A few more hours, and I shall see her, 
She, the fairest of the fair— 
Faithful heart, why pound so hard? 
 
But the Hours are a lazy breed! 
They dawdle along and take their time, 
Crawl yawningly on their way— 
Get a move on, you lazy breed! 
 
Raging haste drives me onward! 
But the Horae can never have loved— 
Cruelly and secretly in league, 
They spitefully mock a lover’s haste. 
 
The second song of the cycle “Es treibt mich hin, es treibt mich her!” is in B minor, and 
is characterized by a continually returning piano refrain that interrupts the three stanzas of text 
over and over again, as if thwarting the protagonist’s haste. The first stanza ends prematurely 
with a fermata over the word “Jungfrauen” as if our protagonist had trailed off deep in thought. 
This fermata is terminated by the opening piano refrain which begins anew, jolting the 
protagonist out of his daydream. The final line of the first stanza “Faithful heart, why pound so 
hard?” (line 4) similarly trails off with a fermata over the word “schwer” (Figure 2.5). The 
second stanza begins immediately after this fermata “But the hours are a lazy breed!” (line 5) and 
once the second stanza is finished the piano refrain begins anew in m. 42 (Figure 2.6). The third 
and final stanza carries the song to its conclusion. The protagonist in his great haste to be with 
the woman he loves is constantly impeded by the use of fermati and by this interrupting piano 
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refrain! In this song the protagonist’s words and the musical accompaniment are in a constant 
game of tug-of-war. 
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Figure 2.6: End of stanza two and returning piano refrain followed by stanza three (mm.37-46) 
 
 
Song 3: Ich wandelte unter den Bäumen "I wandered among the trees" 
 
Ich wandelte unter den Bäumen 
Mit meinem Gram allein; 
Da kam das alte Träumen, 
Und schlich mir ins Herz hinein. 
 
Wer hat euch dies Wörtlein gelehret, 
Ihr Vöglein in luftiger Höh’? 
Schweigt still! wenn mein Herz es höret, 
Dann tut es noch einmal so weh. 
 
„Es kam ein Jungfräulein gegangen, 
Die sang es immerfort, 
Da haben wir Vöglein gefangen 
Das hübsche, goldne Wort.“ 
 
Das sollt ihr mir nicht erzählen, 
Ihr Vöglein wunderschlau; 
Ihr wollt meinen Kummer mir stehlen, 




I wandered among the trees, 
Alone with my own grief, 
But then old dreams returned once more 
And stole into my heart. 
 
Who taught you this little word, 
You birds up there in the breeze? 
Be silent! If my heart hears it, 
My pain will return once more. 
 
‘A young woman once passed by, 
Who sang it again and again, 
And so we birds snatched it up, 
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You should not tell me such things, 
You little cunning birds, 
You thought to steal my grief from me, 
But I trust no one now. 
 
The third song “Ich wandelte unter den Bäumen” is in B major and consists of four 
stanzas. This song brings us to the conclusion of the first part of the cycle in which G major is 
outlined by the opening three tonalities; G major is additionally reinforced by the modulation to 
G major during this third song (see Figure 2.1). In this song, stanzas one, two, and four are set to 
the same music, whereas stanza three is set to different music, yielding the form AABA. It is 
during this third stanza where the protagonist sees his beloved in the flesh. The use of fermati 
throughout the third song are reminiscent of the fermati from the previous song. Schumann 
separates each stanza with a fermata allowing the meaning and imagery of each stanza to stand 
apart from one another.   
It is in the third stanza that the protagonist “sees” his beloved for the first time, an image 
presented to him by the voices of the surrounding birds: “A young woman once passed by, who 
sang it again and again, and so we birds snatched it up, that lovely golden word” (lines 9-12). 
Here the music modulates from B major to G major (flat VI), creating a remarkable sonic 
entrance for the psychological image of this woman. This move to G major is reminiscent of the 
glimpse of G major during the first song; notice also that the vocal part hovers around the note B 
as in the previous example (Figure 2.7). Everything changes at this moment, the tempo slows to 
“langsamer,” the dynamics fall to pianissimo and broad triplet subdivisions aid in the 
transformation of the space through which this woman moves. It’s as if the forest birds are 
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Song 4: Lieb’ Liebchen "Lay your hand, my love" 
 
Lieb Liebchen, leg’s Händchen aufs Herze mein;— 
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Da hauset ein Zimmermann schlimm und arg, 
Der zimmert mir einen Totensarg. 
 
Es hämmert und klopfet bei Tag und bei Nacht; 
Es hat mich schon längst um den Schlaf gebracht. 
Ach! sputet Euch, Meister Zimmermann, 




Just lay your hand on my heart, my love; 
Ah, can you not hear it throbbing in there? 
A carpenter, wicked and evil, lives there, 
Fashioning me my coffin. 
 
He bangs and hammers day and night, 
And has long since banished all sleep. 
Ah, master carpenter, make haste, 
That I might soon find rest. 
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The second part of the cycle is characterized by three songs in the key of E major/minor. 
The fourth song of the cycle, “Lieb’ Liebchen” is in E minor and consists of two stanzas with a 
syncopated accompaniment that resembles the similar texture from the opening song of the cycle 
without the left-hand downbeats (Figure 2.8 above). In this song the protagonist compares the 
beating of his heart to the hammering and banging of a carpenter’s hammer “He bangs and 
hammers day and night, and has long since banished all sleep” (lines 5-6) this is portrayed 
sonically by the syncopated texture of the piano. Both stanzas terminate with descending 3, 2, 1 
scale degrees in the piano, which is in turn echoed by the vocal part in mm.15-17 and mm.35-37, 
quivering palpitations of the protagonist’s heart (Figure 2.9). 
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Song 5: Schöne Wiege meiner Leiden "Lovely cradle of my sorrows" 
 
Schöne Wiege meiner Leiden, 
Schönes Grabmal meiner Ruh’, 
Schöne Stadt, wir müssen scheiden,— 
Lebe wohl! ruf’ ich dir zu. 
 
Lebe wohl, du heil’ge Schwelle, 
Wo da wandelt Liebchen traut; 
Lebe wohl! du heil’ge Stelle, 
Wo ich sie zuerst geschaut. 
 
Hätt’ ich dich doch nie gesehen, 
Schöne Herzenskönigin! 
Nimmer wär es dann geschehen, 
Dass ich jetzt so elend bin. 
 
Nie wollt’ ich dein Herze rühren, 
Liebe hab’ ich nie erfleht; 
Nur ein stilles Leben führen 
Wollt’ ich, wo dein Odem weht. 
 
Doch du drängst mich selbst von hinnen, 
Bittre Worte spricht dein Mund; 
Wahnsinn wühlt in meinen Sinnen, 
Und mein Herz ist krank und wund. 
 
Und die Glieder matt und träge 
Schlepp’ ich fort am Wanderstab, 
Bis mein müdes Haupt ich lege 




Lovely cradle of my sorrows, 
Lovely tombstone of my peace, 
Lovely city, we must part— 
Farewell! I call to you. 
 
Farewell, O sacred threshold, 
Where my dear beloved treads, 
Farewell! O sacred spot, 
Where I first beheld her. 
 
Had I never seen you though, 
Fair queen of my heart! 
It would never then have come to pass 
That I am now so wretched. 
 
I never wished to touch your heart, 
I never begged for love, 
To live in peace was all I wished, 
And to breathe the air you breathed. 
 
But you yourself, you drive me hence, 
Your lips speak bitter words; 
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Madness rages in my mind, 
And my heart is sick and sore. 
 
And my limbs, weary and feeble, 
I drag away, my staff in hand, 
Until I lay my tired head down 
In a cool and distant grave. 
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This central song of the cycle, “Schöne Wiege meiner Leiden” is the point at which the 
protagonist decides to travel far away from his homeland in the hopes of subduing the 
restlessness of his beating heart. This dramatic turn of events is emphasized by the change of  
mode from major to minor between songs four and five (E minor to E major). The last line of the  
first stanza “Farewell! I call to you” (line 4) is used as a refrain throughout the song, further 
emphasizing this turn of events. There is a fleeting modulation to G major during the third stanza 
where the protagonist says “Had I never seen you though, fair queen of my heart!” (lines 9-10). 
This move to G major is also characterized by the faster tempo marking “rascher.” One could 
imagine a full progression in G at this point, but the fourth stanza returns to the key of E major 
(Figure 2.10 above).  
 
Figure 2.11: Syncopated accompaniment beginning midway through stanza five (mm.73-77) 
 
 
A syncopated accompaniment saturates the texture beginning in the middle of the fifth 
stanza and continues to the end of the sixth stanza adding fervor to the protagonist’s words 
“madness gnaws at my senses, and my heart is sick and wounded” (lines 19-20) (Figure 2.11). 
The sixth and final stanza is particularly dramatic, a chromatically ascending vocal line rises 
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Figure 2.12: Syncopated accompaniment continuing (mm.78-93) 
 
 
my staff in hand” (lines 21-22) (Figure 2.12). This final stanza terminates with a change in tempo 
to “adagio” and a fermata over the word “Grab,” sung on the note G and accompanied by a 
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the word “Grab” meaning “grave” (accompanied by a diminished seventh chord in the piano), all 
of which represents the burying of the memory of his love. 
 
Figure 2.13: Closing of song 5 (mm.115-121) and opening of “Mondnacht” (mm.1-6) 
 
 
Liederkreis op. 39 Song 5: Mondnacht "Moonlit Night" (lines 1-4) 
 
Es war, als hätt’ der Himmel, 
Die Erde still geküßt, 
Daß sie im Blütenschimmer 
Von ihm nur träumen müßt’. 
 
It was as though Heaven 
Had softly kissed the Earth, 
So that she in a gleam of blossom 
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This fifth song concludes with a repetition of the first stanza along with the opening 
piano accompaniment. The refrain “farewell, farewell!” repeats here for the last time. The piano 
accompaniment in the final bars is remarkably similar to the opening figuration of Schumann’s 
Liederkreis op. 39 “Mondnacht” whose poignant text depicts the distance of the sky and the earth 
as personified as distant lovers (Figure 2.13 above). This “farewell” is emphasized by the 
chromatically descending lament-like inner voices of the piano accompaniment. Additionally, 
this is the last song in which we will most fully inhabit the key of G major. 
 
Song 6: Warte, warte wilder Schiffmann "Wait, O Wait, Wild Seaman" 
 
Warte, warte, wilder Schiffmann, 
Gleich folg’ ich zum Hafen dir; 
Von zwei Jungfraun nehm’ ich Abschied, 
Von Europa und von Ihr. 
 
Blutquell, rinn’ aus meinen Augen, 
Blutquell, brich aus meinem Leib, 
Dass ich mit dem heissen Blute 
Meine Schmerzen niederschreib’. 
 
Ei, mein Lieb, warum just heute 
Schaudert dich, mein Blut zu sehn? 
Sahst mich bleich und herzeblutend 
Lange Jahre vor dir stehn! 
 
Kennst du noch das alte Liedchen 
Von der Schlang’ im Paradies, 
Die durch schlimme Apfelgabe 
Unsern Ahn ins Elend stiess? 
 
Alles Unheil brachten Äpfel! 
Eva bracht’ damit den Tod, 
Eris brachte Trojas Flammen, 




Wait, O wait, wild seaman, 
Soon I’ll follow to the harbour; 
I’m taking leave of two maidens: 
Of Europe and of her. 
 
Stream from my eyes, O blood, 
Gush from my body, O blood, 
That with my hot blood 
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I may write down my agonies. 
 
Why today of all days, my love, 
Do you shudder to see my blood? 
You’ve seen me pale and with bleeding heart 
Stand before you for years on end! 
 
Remember the old story 
Of the serpent in Paradise, 
Who, through the evil gift of an apple, 
Plunged our forbears into woe? 
 
The apple has caused all our ills! 
Eve brought death with it, 
Eris brought flames to Troy, 
And you—both flames and death. 
 
The opening piano accompaniment of the sixth song “Warte warte, wilder Schiffsmann” 
is very much reminiscent of the “hammering and banging” mentioned in the fourth song. It is 
during this sixth song where the protagonist decides to hitch a ride on a boat with a group of 
sailors. The accompaniment might be a sonic depiction of the rough and brutish life of these 
sailors (forte octaves), an affectation that is strikingly different from any we have heard 
previously (Figure 2.14).  
This song remains in the key of E major without any significant modulations (although it 
is quite chromatic), but there are a few occasions in which other key centers are touched upon. 
Most notably, at the end of the first stanza “I am taking my leave of two maidens, of Europe and 
of her” (lines 3-4) the music briefly emphasizes G-sharp minor where a plagal relationship 
between iv and i is predominant (Figure 2.14). Likewise, the fourth stanza similarly touches 
upon the key of G-sharp, at the moment where the text evokes the story of Adam and Eve: “Of 
the serpent in Paradise, who, through the evil gift of an apple, plunged our forebears into woe?” 
(lines 14-16) (Figure 2.15). Is the protagonist comparing his journey away from home to that of 
Adam and Eve being cast out of paradise? Speaking of paradise, the chromaticism of the 
continually meandering quarter-note accompaniment in some ways resembles the writhing inner 
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Figure 2.14: Opening of song 6 and G-sharp minor plagal relationship between iv and I (mm.1-18) 
 
 
voices and angular chromatic pedal notes of Bach’s Chorale Prelude “Durch Adams Fall ist ganz 
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visually evoke the movement of a serpent in the garden of Eden. The serpentine piano 
accompaniment, use of plagal motion (in G-sharp minor) and poetic descriptions of Adam and 
Eve (including the origins of the Trojan War in the final stanza) resemble a palimpsest-like  
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collage representing the mind of the protagonist as he leaves behind not only his home but also 
the woman he loves. These images are used as metaphoric references, hyperbolically 
representing his emotions. 
 




Song 7: Berg, und Burgen schaun herunter "Mountains and castles gaze down" 
 
Berg’ und Burgen schaun herunter 
In den spiegelhellen Rhein, 
Und mein Schiffchen segelt munter, 
Rings umglänzt von Sonnenschein. 
 
Ruhig seh’ ich zu dem Spiele 
Goldner Wellen, kraus bewegt; 
Still erwachen die Gefühle, 
Die ich tief im Busen hegt’. 
 
Freundlich grüssend und verheissend 
Lockt hinab des Stromes Pracht; 
Doch ich kenn’ ihn, oben gleissend, 
Bringt sein Innres Tod und Nacht. 
 
Oben Lust, in Busen Tücken, 
Strom, du bist der Liebsten Bild! 
Die kann auch so freundlich nicken, 




Mountains and castles gaze down 
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And my little boat sails merrily, 
The sunshine glistening around it. 
 
Calmly I watch the play 
Of golden, ruffled waves surging; 
Silently feelings awaken in me 
That I had kept deep in my heart. 
 
With friendly greetings and promises, 
The river’s splendor beckons; 
But I know it—gleaming above 
It conceals within itself Death and Night. 
 
Above, pleasure; at heart, malice; 
River, you are the image of my beloved! 
She can nod with just as much friendliness, 
And smile so devotedly and gently. 
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The third and final section of the cycle begins with the seventh song ”Berg’ und Burgen 
schaun herunter,” one of the only examples of a strictly strophic setting discussed in this study. 
The song lands us firmly in the key of A major, the true dominant of D major, which is the key 
of the cycle itself (Figure 2.17 above). The strict strophic repetition of text and repeating piano 
figuration depicts undulating waves, a perfect depiction of our protagonist aboard the ship, 
almost like a barcarolle. The song is made up of four stanzas set to the same music. The mood is 
optimistic, but the text also contains a hidden image of the beloved hiding in the depths of the 
river over which the ship is sailing “But I know it — gleaming above, it conceals within itself 
Death and Night” (lines 11-12). The sonic surface of this song remains pleasant from beginning 
to end, whereas the text itself becomes darker and darker. It is as if the protagonist is trying to 
conceal from himself what is truly in his heart! 
 
Song 8: Anfangs wollt’ ich fast verzagen "At first I almost despaired" 
 
Anfangs wollt’ ich fast verzagen, 
Und ich glaubt’, ich trüg’ es nie; 
Und ich hab’ es doch getragen— 




At first I almost despaired, 
And I thought I could never be able to bear it; 
Yet even so, I have borne it— 
But do not ask me how. 
 
Song 7 “Berg, und Burgen schaun herunter” (A major) serves as a catapult into song 8 (D 
minor) “Anfangs wollt’ ich fast verzagen.” Song 8 consists of a single stanza, and in some ways 
recalls a tuneful chorale melody over a strictly homophonic accompaniment (Figure 2.18 below). 
“Anfangs wollt’ ich fast verzagen” does not contain a tempo marking. This song is very short 
and serves as an interlude, ending on half cadence (A major) setting up another dominant/tonic 
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relationship into the last song of the cycle which is in the parallel mode of D major. It should be 
added that the tonalities of songs 2, 4, 7, and 9 (b, e, A ,D), a directional fifths progression, 
points toward this final resolution to the tonic of the last song of the cycle. 
 




Song 9: Mit Myrten und Rosen "With myrtles and roses" 
 
Mit Myrthen und Rosen, lieblich und hold, 
Mit duft’gen Zypressen und Flittergold, 
Möcht’ ich zieren dies Buch wie ’nen Totenschrein, 
Und sargen meine Lieder hinein. 
 
O könnt’ ich die Liebe sargen hinzu! 
Auf dem Grabe der Liebe wächst Blümlein der Ruh’, 
Da blüht es hervor, da pflückt man es ab,— 
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Hier sind nun die Lieder, die einst so wild, 
Wie ein Lavastrom, der dem Ätna entquillt, 
Hervorgestürzt aus dem tiefsten Gemüt, 
Und rings viel blitzende Funken versprüht! 
 
Nun liegen sie stumm und totengleich, 
Nun starren sie kalt und nebelbleich, 
Doch aufs neu’ die alte Glut sie belebt, 
Wenn der Liebe Geist einst über sie schwebt. 
 
Und es wird mir im Herzen viel Ahnung laut: 
Der Liebe Geist einst über sie taut; 
Einst kommt dies Buch in deine Hand, 
Du süsses Lieb im fernen Land. 
 
Dann löst sich des Liedes Zauberbann, 
Die blassen Buchstaben schaun dich an, 
Sie schauen dir flehend ins schöne Aug’, 




With myrtles and roses, sweet and fair, 
With fragrant cypress and golden tinsel, 
I should like to adorn this book like a coffin 
And bury my songs inside. 
 
Could I but bury my love here too! 
On Love’s grave grows the flower of peace, 
There it blossoms, there is plucked, 
But only when I’m buried will it bloom for me. 
 
Here now are the songs which once cascaded, 
Like a stream of lava pouring from Etna, 
So wildly from the depths of my soul, 
And scattered glittering sparks all around! 
 
Now they lie mute, as though they were dead, 
Now they stare coldly, as pale as mist, 
But the old glow shall kindle them once more, 
When the spirit of Love floats over them. 
 
And a thought speaks loud within my heart, 
That the spirit of Love will one day thaw them; 
One day this book will fall into your hands, 
My dearest love, in a distant land. 
 
Then shall song’s magic spell break free, 
And the pallid letters shall gaze at you, 
Gaze imploringly into your beautiful eyes, 
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Figure 2.19: Opening of song 9 (see chord progression) 
 
 
The ninth and final song “Mit Myrten und Rosen” returns to the key of D major. The 
opening chord progression in mm.1-5 (D, b, e, A, D) outlines the tonal structure of the cycle  
itself (Figure 2.19). This is a preparation for a psychological coda to sum up the relationship of 
the final song to the cycle as a whole. Similarly, the image of a coffin (previously seen in the 
fourth song) returns “I should like to adorn this book like a coffin and bury my songs inside” 
(lines 3-4). The protagonist has now decided to relinquish his feelings toward the woman he once 
loved “Could I but bury my love here too!” (line 5). This is accomplished sonically by the 
several instances of minor plagal cadences (iv to I) in the final song. The image of his love is 
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(Figure 2.20). Structurally, G major (IV) has lost its dominance and through this transformation 
the protagonist has ridden himself of the image of the woman who haunts him. During the fourth 
stanza “Now they lie mute, as though they were dead” (line 13) the oscillation between iv and I 
returns (Figure 2.21). 
 
Figure 2.20: G minor plagal cadence (mm.13-16) 
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Figure 2.22: Song 9 hocket-like accompaniment (mm.49-52) and opening of song 1 
 
 
The fifth stanza picks up speed “Schneller” and the piano accompaniment changes 
texture recalling the hocket-like accompaniment of the opening song of the cycle (Figure 2.22). 
During mm.60-61 there is a back and forth between IV and I at the end of the stanza, setting “my  
dearest love, a distant land” (line 20) (Figure 2.23). The sixth and final stanza slows down to an 
“adagio,” and the closing line of the final stanza “and whisper with sadness and the breath of 
love” (line 24) is extended by six bars of the piano material (Figure 2.24). The final word 
“Liebeshauch” is prolonged by a subtle cadence between the tonic D major and a diminished 
seventh chord (C-sharp, E, G, B-flat). Within this diminished seventh chord exists the 
transformed image of the protagonist’s beloved, a fragmentary G and B-flat resolving to the 
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Figure 2.23: Oscillation between IV and I (mm.58-61) 
 
 













"My dearest love, in a distant land." (line 20)
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"And whisper with sadness and the breath of  love." (line 24)
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within in a book (the text of the songs themselves). There is a sense of gratification at the closing 
of this cycle, perhaps that she will see these words or hear these songs wherein the protagonist’s 
emotional turmoil is cradled. 
 
Conclusion 
The opening piano accompaniment in the final song outlines the following chord 
progression (D, b, e, A, D) before the voice enters. (see Figure 2.19). This progression binds the 
relationship of this final song with the background structure itself (see Figure 2.1). The cycle 
begins in D major and descends by thirds outlining a G major chord, the image of the beloved. In 
order to “bury” his love the protagonist has to move through her image “psychologically” before 
ascending by 4ths (inverted 5ths) back to D major. The original image of the beloved as G major 
which appears in songs 3 and 5 as moments of modulation is transformed into a G minor chord 
during the last song resolving to D major as a minor plagal cadence. The dominant (A major) is 
initially stripped of its authority because of the absence of C-sharp in the macro-scale. Likewise, 
the problematization of mode (major/minor) throughout the cycle is due to the lack of F-sharp in 
the macro-scale. It is this problematized nature of mode that allows our protagonist to transform 
the image of his beloved from G major to G minor. It isn’t until the third and final part of the 
cycle (songs 7-9) where we get a song in the dominant (A major). This dominant propels us back 
to the tonic of the cycle, sweeping the protagonist away from IV (G major) and towards 
resolution back to D major. This resolution back to the tonic in the final song is clouded over by 
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Chapter Three: Liederkreis op. 39 (Eichendorff Liederkreis) 
Introduction 
Liederkreis op. 39 (also referred to as the Eichendorff Liederkreis) differs from the 
previous two cycles discussed thus far (Frauenliebe und Leben and Liederkreis op. 24) in that 
there is no clear linear narrative. For this cycle, Liederkreis op. 39, Schumann pulled individual 
poems from three of Eichendorff’s works: Ahnung und Gegenwart, Dichter und ihre Gesellen, 
and Viel Lärmen um Nichts. This selection of Eichendorff’s poetry conjures images of nature, 
night, landscapes and occasional glimpses of a protagonist and references to his beloved. There 
is no clear linear narrative flow to the ordering of the poems in this cycle. There is however 
reference to a protagonist who seems to be lost among the natural imagery of the text itself. Very 
few of the poems mention the protagonist’s “beloved,” although there is the sense that the 
protagonist is desperately in love with someone who exists outside of the content of the poems, 
just beyond his/her grasp.  
Liederkreis op. 39 consists of twelve songs; the tonality of each song is separated by the 
interval of a third or fifth as in the two cycles discussed so far (Figure 3.1). The cycle begins in 
F-sharp minor and ends in F-sharp major, though F-sharp does not seem to define the tonality of 
the cycle as a whole. There is only one internal modulation, demarcated by a change in key  
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signature, during the third song, from E major to C major and back to E major. The first half of 
the cycle ascends by thirds from the opening song in F-sharp minor up to the sixth song in B 
major; the modulation to C major in the third song facilitates this ascent by thirds (see Figure 
3.1). The second half of the cycle descends by fifths. The penultimate song moves a minor third 
down to the final song. This tonal structure can be reduced into a more simplified series of rising 
thirds and falling fifths (Figure 3.2). It is also interesting to note that the succession of keys of 
the opening three songs and closing three songs is palindromic. 
 
Figure 3.2: Reduction of tonalities, ascent by thirds, descent by fifths + a minor third 
 
 
The four songs that occupy the center of the cycle (songs 5-8) are set apart from the rest 
of the cycle due to the specifically “distant” poetic imagery of their texts. For instance, the 
vastness of space between the sky and the earth in the fifth song, the title of the sixth song 
“Lovely Distant Land,” the distance in both height and space between the “old knight” and the 
“lovely bride” in the seventh song, and the title of the eighth song “In a Distant Land.” The 
seventh song is of particular interest in terms of its tonality, which could possibly be analyzed in 
E minor, E-Phrygian, or (less likely) in A minor.  
The tonal centers of the entire cycle, when arranged stepwise, create an E natural minor 
scale without the seventh scale degree or a G major scale without the fifth scale degree (Figure 
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of the cycle then why does the cycle begin and end in F-sharp? The tonality of E happens to be 
the most prevalent tonality used throughout the cycle (songs 3, 5, 7, 9, and 10 are all in E). 
Contrary to what we have seen in previous cycles, it may be the case that the bookending F-
sharps in Liederkreis op. 39 do not represent the tonality for the cycle as a whole. 
 
Figure 3.3: E natural minor without the 7th scale degree (or G major scale without the 5th scale degree) 
 
 
As with Dichterliebe, in which a handful of songs were eventually redacted, the songs of 
the Eichendorff Liederkreis were rearranged several years after its initial date of composition. 
Peter Ostwald in his biography on Schumann mentions that “The Eichendorff Liederkreis was 
not published until 1850, and during this interval Schumann changed the order of the songs.”1 
Despite Schumann’s revisions, both Dichterliebe and the Eichendorff Liederkreis share similar 
features with Frauenliebe und Leben and Liederkreis op. 24: tonal centers separated by a third or 
fifth, as well as palindromic and symmetrical arrangements of these tonal centers. In his book on 
the Eichendorff Liederkreis, David Ferris considers that “The cycle does not create an 
overarching unity that provides such pieces with completion and clarity but is itself 
discontinuous and open-ended. The context that the cycle sets up is provocative; it implies 
structural connections and hints at larger meanings, but it never makes them explicit or 
definitive.”2 I would argue against this. The larger meanings between text and music taking place 
 
1 Ostwald, Peter F. Schumann: The inner voices of a musical genius. 160. 
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in these cycles seem to imply that Schumann was intentional in his compositional decisions. 
Schumann’s Liederkreis op. 39, as we will see, does not fit the same mold as the cycles 
discussed thus far. This might be a characteristic of its non-linear text, a text which when set 
musically perhaps lends itself to a more discontinuous and open-ended compositional, 
performative and aural experience. 
 
Part I 
Song 1: In der Fremde "In a Distant Land" 
 
Aus der Heimat hinter den Blitzen rot 
Da kommen die Wolken her, 
Aber Vater und Mutter sind lange tot, 
Es kennt mich dort keiner mehr. 
 
Wie bald, ach wie bald kommt die stille Zeit, 
Da ruhe ich auch, und über mir 
Rauscht die schöne Waldeinsamkeit, 




From my homeland, beyond the red lightning, 
The clouds come drifting in, 
But father and mother have long been dead, 
Now no one knows me there. 
 
How soon, ah! how soon till that quiet time 
When I too shall rest 
Beneath the sweet murmur of lonely woods, 
Forgotten here as well. 
 
The opening four songs of the cycle ascend in thirds (including the internal modulation to 
C major in the third song). The first song “In der Fremde” begins in F-sharp minor and consists 
of two stanzas. It is in this song where we are introduced to a protagonist who finds himself far 
away from home and seems to be lost. It is as if we have met him midway through some arduous 
journey “beneath the sweet murmur of lonely woods,” (line 7) as if we are picking up from 
where we left off in Liederkreis op. 24. 
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Figure 3.4: mm.1-3 and mm.9-13 
 
 
The vocal part begins and ends on F-sharp, just as the bookending tonalities of F-sharp 
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stanza, and then ascends from F-sharp to E during the second stanza (Figure 3.4 above). These 
pitches F-sharp to A and F-sharp to E echo the ascending thirds of the background structure (see 
Figure 3.1). In essence the vocal part is outlining the sequence of tonalities to come. The piano 
accompaniment begins with the pedal indication “Mit Pedal” which when paired with the 
undulating triadic arpeggiations resembles the reverberating space created by the piano from 
“Helft mir, ihr Schwestern,” the fifth song from Frauenliebe und Leben (Figure 3.5). The  
 
Figure 3.5: “Immer mit Pedal” song 6 “Helft mir, ihr Schwestern” from Frauenliebe und Leben 
 
 
opening of this song (In der Fremde) begins piano, midway through the first stanza, immediately 
after the text “the clouds come drifting in…” (line 2), the dynamics fall to pianissimo for the rest 
of the song as if the clouds themselves have sonically veiled the performance space itself. The 
word “Waldeinsamkeit” located in the second stanza sums up the feeling of this opening song, a 
feeling of being lost and alone in the woods. There is no direct translation for this often-used 
German word in English. Its affect is appropriately folded into the pianissimo retreat of the voice 
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Song 2: Intermezzo "Intermezzo" 
 
Dein Bildnis wunderselig 
Hab’ ich im Herzensgrund, 
Das sieht so frisch und fröhlich 
Mich an zu jeder Stund’. 
 
Mein Herz still in sich singet 
Ein altes, schönes Lied, 
Das in die Luft sich schwinget 




I bear your beautiful likeness 
Deep within my heart, 
It gazes at me every hour 
So freshly and happily. 
 
My heart sings softly to itself 
An old and beautiful song 
That soars into the sky 
And swiftly wings its way to you. 
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The second song “Intermezzo” is in A major and consists of two stanzas, the first of 
which Schumann repeats at the end creating a ternary form (ABA). The vocal part begins on an 
E at the top of the staff, this being the highest note of the previous song and the tonality of the 
song to come. The opening words of this second song “Dein Bildniss” (your likeness) recalls the 
exact same words and thematic rising minor third and falling major second from the conclusion 
of “Süßer Freund, du blickest” the sixth song from Frauenliebe und Leben. The motive is seen at 
the opening of “Intermezzo” (A-sharp, C-sharp, B), transposed to F-sharp, A, G at the end of 
“Süßer Freund, du blickest” (Figure 3.6 above). This thematic relationship is further alluded to 
during the second stanza “My heart sings softly to itself, an old and beautiful song” (lines 5-6). 
The text is possibly referencing this textural and sonic connection. 
 
Song 3: Waldesgespräch "A Forest Dialogue" 
 
Es ist schon spät, es ist schon kalt, 
Was reit’st du einsam durch den Wald? 
Der Wald ist lang, du bist allein, 
Du schöne Braut! Ich führ’ dich heim! 
 
„Groß ist der Männer Trug und List, 
Vor Schmerz mein Herz gebrochen ist, 
Wohl irrt das Waldhorn her und hin, 
O flieh! Du weißt nicht, wer ich bin.“ 
 
So reich geschmückt ist Roß und Weib, 
So wunderschön der junge Leib, 
Jetzt kenn’ ich dich—Gott steh’ mir bei! 
Du bist die Hexe Loreley. 
 
„Du kennst mich wohl—von hohem Stein 
Schaut still mein Schloß tief in den Rhein. 
Es ist schon spät, es ist schon kalt, 




It is already late, already cold, 
Why ride lonely through the forest? 
The forest is long, you are alone, 
You lovely bride! I’ll lead you home! 
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‘Great is the deceit and cunning of men, 
My heart is broken with grief, 
The hunting horn echoes here and there, 
O flee! You do not know who I am.’ 
 
So richly adorned are steed and lady, 
So wondrous fair her youthful form, 
Now I know you—may God protect me! 
You are the enchantress Lorelei. 
 
‘You know me well—from its towering rock 
My castle looks silently into the Rhine. 
It is already late, already cold, 
You shall never leave this forest again!’ 
 
Figure 3.7: Modulation to C major in “Waldegespräch” mm.14-18 
 
 
The third song “Waldegespräch” is in E major and consists of four stanzas. The first and only 
internal modulation of the cycle (to C major) occurs during the second stanza, the third and 
fourth stanzas return to E major (Figure 3.7 above). The highest note of the cycle (G-sharp above 
the staff) occurs during this song in m.55 during the text “My castle looks silently into the Rhine. 
It is already late, already cold” (lines 14-15) (Figure 3.8). This high G-sharp is also accompanied 
by chromatically descending 10ths between the voice and bass line, as in a lamento. It should be 
noted that this high G-sharp occurs once more during the sixth song. “Waldegespräch” ends with 
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Figure 3.8: Climactic G-sharp in “Waldegespräch” mm.54-60 
 
 
theme, resembling the piano coda from “Helft mir, ihr Schwestern” the fifth song from 
Frauenliebe und Leben (Figure 3.9). 
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Song 4: Die Stille "Silence" 
 
Es weiß und rät es doch Keiner, 
Wie mir so wohl ist, so wohl! 
Ach, wüßt’ es nur Einer, nur Einer, 
Kein Mensch es sonst wissen soll! 
 
So still ist’s nicht draußen im Schnee, 
So stumm und verschwiegen sind 
Die Sterne nicht in der Höh’, 
Als meine Gedanken sind. 
 
Ich wünscht’, ich wär’ ein Vöglein 
Und zöge über das Meer, 
Wohl über das Meer und weiter, 




No one knows and no one can guess 
How happy I am, how happy! 
If only one, just one person knew, 
No one else ever should! 
 
The snow outside is not so silent, 
Nor are the stars on high 
So still and taciturn 
As my own thoughts. 
 
I wish I were a little bird, 
And could fly across the sea, 
Across the sea and further, 
Until I were in heaven! 
 
The fourth and final song of the opening third of this cycle “Die Stille” is in G major and 
consists of three stanzas. It is an irreconcilably cheerful song, a complete change of affect at this 
point in the cycle. The vocal part begins on the note B, possibly pointing toward the sixth song 
(in B major) which marks the center of the cycle. In a sense these four opening songs loosely 
outline the tonal structure of the cycle: the first song begins on F-sharp and ascends up to A and 
then E, and returns back to F-sharp just as the outer three songs on either side of the cycle create 
a palindrome (F-sharp, A, E … E, A, F-sharp).  
The text of this fourth song implies something that we don’t know (as listeners): “no one 
knows and no one can guess… if only one, just one person knew” (lines 1 and 3). The 
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protagonist compares his own thoughts, the inner workings of his psyche, to the landscape that 
surrounds him “The snow outside is not so silent, nor are the stars on high so still and taciturn as 
my own thoughts” (lines 5-8). The structure of the cycle is being revealed subconsciously, like 
reverberating echoes through a landscape. The vocal part is mapping out the territory to come.  
 
Part II 
The four center-most songs of the cycle focus on poetic imagery that is distant to the 
viewer/protagonist. Even the titles themselves conjure distant imagery and associations: Moonlit 
Night, A Beautiful Foreign Land, In a Castle, and In a Foreign Land. These four songs represent 
a sort of “hortus conclusus,” an enclosed garden within the middle of the cycle itself. Just as the 
Garden of Eden existed at the top of Mount Purgatory in Dante’s Divine Comedy (Purgatorio) 
these four songs represent the highest point in the tonal structure of the cycle (see Figure 3.1). 
These four songs (which are enclosed in the center of the cycle) divide the songs of the cycle into 
three main groups: songs 1-4, 5-8, and 9-12. It is in these four centermost songs where our 
protagonist achieves anonymity within the natural imagery of the poetry, a temporary remedy for 
the angst and insecurity he is experiencing due to his unrequited love. 
 
Song 5: Mondnacht "Moonlit Night" 
 
Es war, als hätt’ der Himmel, 
Die Erde still geküßt, 
Daß sie im Blütenschimmer 
Von ihm nur träumen müßt’. 
 
Die Luft ging durch die Felder, 
Die Ähren wogten sacht, 
Es rauschten leis die Wälder, 
So sternklar war die Nacht. 
 
Und meine Seele spannte 
Weit ihre Flügel aus, 
Flog durch die stillen Lande, 
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It was as though Heaven 
Had softly kissed the Earth, 
So that she in a gleam of blossom 
Had only to dream of him. 
 
The breeze passed through the fields, 
The corn swayed gently to and fro, 
The forests murmured softly, 
The night was so clear with stars. 
 
And my soul spread 
Her wings out wide, 
Flew across the silent land, 
As though flying home. 
 
The fifth song “Mondnacht” is in E major and consists of three stanzas. This is perhaps 
one of the most moving songs that Schumann ever wrote. The music effortlessly hovers as if 
floating between the moon and earth “It was as though Heaven had softly kissed the Earth” (lines 
1-2). It isn’t until the concluding piano coda in mm.61-68 that we hear a perfect-authentic-
cadence in E major, grounding the shrinking space between the sky and the earth (Figure 3.10). 
From the third stanza onward — “And my soul spread her wings out wide, flew across the silent 
land, as though flying home” (lines 9-12) — the audience and performers alike fly through these  
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four centermost songs of the cycle, an ascent which is mimicked in the rising tonalities of the 
background structure. This homeward flying “soul” represents an escape from the self for the 
protagonist and audience alike, a release into the natural imagery of the poems of the cycle. 
 
Song 6: Schöne Fremde "A beautiful foreign land" 
 
Es rauschen die Wipfel und schauern, 
Als machten zu dieser Stund’ 
Um die halb versunkenen Mauern 
Die alten Götter die Rund’. 
 
Hier hinter den Myrtenbäumen 
In heimlich dämmernder Pracht, 
Was sprichst du wirr, wie in Träumen, 
Zu mir, phantastische Nacht? 
 
Es funkeln auf mich alle Sterne 
Mit glühendem Liebesblick, 
Es redet trunken die Ferne 




The tree-tops rustle and shudder 
As if at this very hour 
The ancient gods 
Were pacing these half-sunken walls. 
 
Here beyond the myrtle trees 
In secret twilit splendour, 
What are you saying, fantastic night, 
Obscurely, as in a dream? 
 
The glittering stars gaze down on me, 
Fierily and full of love, 
The distant horizon speaks with rapture 
Of some great happiness to come! 
 
The sixth song “Schöne Fremde” is in B major (though it begins off-tonic) and consists 
of three stanzas. The high G-sharp previously seen in “Waldegespräch” reappears here twice, 
once during the opening of the second stanza “Here beyond the myrtle trees” (line 5) and at the 
opening of the third stanza “The glittering stars gaze down on me” (line 9) (Figure 3.11). If the  
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Figure 3.11: High G-sharp mm.6-8 and mm.21-23 
 
 
tonality of the cycle is in some form of E major/minor then this sixth song represent the 
dominant (B major) which resolves to the following song in the tonality of E minor. This is in 
essence the only true dominant to tonic movement that takes place in the background structure of 
the cycle. The concluding lines of the song “The distant horizon speaks with rapture, of some 
great happiness to come!” (lines 11-12) are an ecstatic call for resolution of the images that have 
haunted the protagonist up to this point. Everything is pushing up during this song, the return of 
the high G-sharp, the position of songs 5-8 representing the peak of the tonal structure of the 
cycle (see Figure 3.1), and the tonality of B major construed as a possible dominant of the cycle. 
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Song 7: Auf einer Burg "In a Castle" 
 
Eingeschlafen auf der Lauer 
Oben ist der alte Ritter; 
Drüben gehen Regenschauer, 
Und der Wald rauscht durch das Gitter. 
 
Eingewachsen Bart und Haare, 
Und versteinert Brust und Krause, 
Sitzt er viele hundert Jahre 
Oben in der stillen Klause. 
 
Draußen ist es still und friedlich, 
Alle sind in’s Tal gezogen, 
Waldesvögel einsam singen 
In den leeren Fensterbogen. 
 
Eine Hochzeit fährt da unten 
Auf dem Rhein im Sonnenscheine, 
Musikanten spielen munter, 




Up there at his look-out 
The old knight has fallen asleep; 
Rain-storms pass overhead, 
And the wood stirs through the portcullis. 
 
Beard and hair matted together, 
Ruff and breast turned to stone, 
For centuries he’s sat up there 
In his silent cell. 
 
Outside it’s quiet and peaceful, 
All have gone down to the valley, 
Forest birds sing lonely songs 
In the empty window-arches. 
 
Down there on the sunlit Rhine 
A wedding-party’s sailing by, 
Musicians strike up merrily, 
And the lovely bride—weeps. 
 
Following the ascent of the previous song, everything in the seventh song descends. The 
tonality of song 7 “Auf einer Burg” is sometimes mistaken as A minor due to its key signature 
which contains no sharps or flats. However, we are not in A minor, the tonality is E minor 
without the F-sharp written in the key signature. The opening four measures outline E minor and 
cadence clearly in E minor by way of a I/IV/V/I cadence (Figure 3.12). “Auf einer Burg“ 
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employs an anachronistic texture, it’s a throwback characterized by a slow half-note pulse. The 
accompaniment resembles four-part imitative vocal counterpoint of the Renaissance. The above-
mentioned omission of a sharp in the key signature resembles the practice of omitting a flat from 
early tonal music for minor key signatures. The text itself deals with images of antiquity, an old 
knight, castles etc. The opening piano imitation is made up of a descending B,  
E, A motive taken from the background structure itself; the tonalities of songs 6, 7, and 8 are B 
major, E minor, and A minor (see Figure 3.12). 
 
Figure 3.12: E minor (I/IV/V/I) and descending B, E, A motive in the bass mm.1-5 
 
 
The song consists of four stanzas grouped in pairs of two set in strophic form. The first 
two stanzas emphasize a feeling of isolation, images of an old knight fallen asleep on the castle 
walls in the rain, whereas the last two stanzas depict a distant bridal party, images of 
peacefulness, sunshine, amid musicians performing and the cheerful union of two newlyweds. 
Most importantly, there is no mention of the protagonist. As onlookers we lose ourselves 
completely in the above-mentioned scenes. In what is perhaps one of the most hauntingly 
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m.14 and m.35 (Figure 3.13). The voice rises to the highest note of this song (C) while the piano 
lands on a devastatingly beautiful chord cluster consisting of the notes  C, D, E, and F-natural. 
 
Figure 3.13: Climax mm.11-16 
 
 
Why would Schumann omit F-sharp from the key signature? In Baroque practice this was 
done exclusively to minor key signatures that used flats. For example, in JS Bach’s Praeludium 
and Fuga in D minor he omits B-flat in the key signature, but writes B-flat out each time it 
occurs in the score (Figure 3.14). This piece is often given the nickname “Dorian” because of 
this feature; However, this piece is clearly in the minor mode. By omitting F-sharp in the key  
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signature of “Auf einer Burg” was Schumann thinking of the affections derived from modal 
music? Taking F-sharp out of the picture would align “Auf einer Burg” with the Phrygian mode 
(E, F, G, A, B, C, D). It is interesting that the note C frames the vocal limits of this song both 
high and low. In the Phrygian mode C is one of the reciting tones of that particular mode, the 
note on which the majority of text is recited in a chant. The reciting tone is also the pitch on 
which secondary cadences occur. Phrygian has two finals, both C and A, there are (I/IV/V/I) 
cadences in E minor (mm.3-4), C major (mm.7-8) and A minor (mm.19-20) (Figure 3.15). 
Consider also that the Phrygian mode exists above the other modes when stacked in fifths, 
Lydian at the bottom followed by Ionian, Mixolydian, Dorian, Aeolian, which leaves us with  
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Phrygian at the top constructed of the smallest intervals (m2) between the first two scale degrees 
(m2, M2, M2, M2, m2, M2, M2) a strict inversion of the major mode. In this sense, Phrygian is 
set up to fall, just as Schumann’s “Auf einer Burg” marks our descent toward the conclusion of 
the cycle. 
The key signature of “Auf einer Burg” is stripped of F-sharp just as the text itself is 
stripped of any semblance of the protagonist himself. As listeners we are left staring downward,  
like the old knight on the castle walls. The descending fifths motive (B, E, A) in the piano 
accompaniment is taken straight from the background structure. The fourth and final stanza in 
which the distant bridal party is introduced is also removed from us by an eighth note rest, a 
small and nearly inaudible silence that separates us from the images of the text. (Figure 3.16). 
 
Figure 3.16: Fourth and final stanza preceded by an eighth note rest mm.30-33 
 
 
Song 8: In der Fremde "In a Foreign Land" 
 
Ich hör’ die Bächlein rauschen 
Im Walde her und hin, 
Im Walde, in dem Rauschen 
Ich weiß nicht, wo ich bin. 
 
Die Nachtigallen schlagen 
Hier in der Einsamkeit, 
Als wollten sie was sagen 
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Die Mondesschimmer fliegen, 
Als säh’ ich unter mir 
Das Schloß im Tale liegen, 
Und ist doch so weit von hier! 
 
Als müßte in dem Garten 
Voll Rosen weiß und rot, 
Meine Liebste auf mich warten, 




I hear the brooklets murmuring 
Through the forest, here and there, 
In the forest, in the murmuring 
I do not know where I am. 
 
Nightingales are singing 
Here in the solitude, 
As though they wished to tell 
Of lovely days now past. 
 
The moonlight flickers, 
As though I saw below me 
The castle in the valley, 
Yet it lies so far from here! 
 
As though in the garden, 
Full of roses, white and red, 
My love were waiting for me, 
Yet she died so long ago. 
 
“Auf einer Burg” ends with a Picardy third (E major) setting up a dominant/tonic 
relationship that leads into the eighth song “In der Fremde” (A minor). This is the final song of 
the central most part of the cycle. Here the protagonist’s voice returns “I do not know where I 
am” (line 4), the music here is rushed and frantic, a two-bar motive repeats itself in the piano 
accompaniment over and over like wings beating out of control (Figure 3.17). It is as if we are 
still flying, struggling over the images of the previous songs: “The moonlight flickers, as though 
I saw below me the castle in the valley, yet it lies so far from here!” (lines 9-12). Additionally, 
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Song 9: Wehmut "sadness" 
 
Ich kann wohl manchmal singen, 
Als ob ich fröhlich sei, 
Doch heimlich Tränen dringen, 
Da wird das Herz mir frei. 
 
Es lassen Nachtigallen, 
Spielt draußen Frühlingsluft, 
Der Sehnsucht Lied erschallen 
Aus ihres Kerkers Gruft. 
 
Da lauschen alle Herzen, 
Und alles ist erfreut, 
Doch keiner fühlt die Schmerzen, 
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As though I were content; 
But secretly tears well up, 
And my heart is set free. 
 
Nightingales, when spring breezes 
Play outside, sing 
Their song of longing 
From their dungeon cell. 
 
Then all hearts listen 
And everyone rejoices, 
Yet no one feels the pain, 
The deep sorrow in the song. 
 
The last four songs fall back to the opening tonality of the cycle in the following order: E 
major, E minor, A major and F-sharp major. These last three tonalities mirror the opening three 
tonalities of the cycle as in a palindrome (F-sharp, A, E … E, A, F-sharp). The ninth song 
“Wehmuth” is in E major and consists of three stanzas. Each stanza begins with a positive poetic 
affection that is immediately followed by a contrasting melancholy affection during the second 
half of the stanza. The first stanza begins: “True, I can sometimes sing as though I were content; 
but secretly tears well up, and my heart is set free” (lines 1-4) or for instance, the third and final 
stanza: “Then all hearts listen and everyone rejoices, yet no one feels the pain, the deep sorrow in 
the song” (lines 9-12). The music might best be described as a sort of heart wrenching lullaby,  
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and could pass off as a character piece in and of itself since the piano part doubles the vocal 
melody throughout (Figure 3.18 above). The indication, sehr gebunden, meaning “joined or 
legato” in the piano part, reinforces this idea of the piano and voice blending their melodic lines. 
 
Song 10: Zwielicht "Twilight" 
 
Dämmrung will die Flügel spreiten, 
Schaurig rühren sich die Bäume, 
Wolken ziehn wie schwere Träume— 
Was will dieses Graun bedeuten? 
 
Hast ein Reh du lieb vor andern, 
Laß es nicht alleine grasen, 
Jäger ziehn im Wald und blasen, 
Stimmen hin und wieder wandern. 
 
Hast du einen Freund hienieden, 
Trau ihm nicht zu dieser Stunde, 
Freundlich wohl mit Aug’ und Munde, 
Sinnt er Krieg im tück’schen Frieden. 
 
Was heut gehet müde unter, 
Hebt sich morgen neugeboren. 
Manches geht in Nacht verloren— 




Dusk is about to spread its wings, 
The trees now shudder and stir, 
Clouds drift by like oppressive dreams— 
What can this dusk and dread imply? 
 
If you have a fawn you favour, 
Do not let her graze alone, 
Hunters sound their horns through the forest, 
Voices wander to and fro. 
 
If here on earth you have a friend, 
Do not trust him at this hour, 
Though his eyes and lips be smiling, 
In treacherous peace he’s scheming war. 
 
That which wearily sets today, 
Will rise tomorrow, newly born. 
Much can go lost in the night— 
Be wary, watchful, on your guard! 
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The tenth song “Zwielicht” changes mode to E minor, as if echoing the poetic contrast 
between the uplifting and melancholy affections of the previous song. This song begins as the 
sun is setting on our protagonist: “Dusk is about to spread its wings, the trees now shudder and 
stir” (lines 1-2). Perhaps these opening lines are a reference to the soul-spreading wings in 
“Mondnacht.” There is truly a sense of dark isolation in the meandering counterpoint of the 
accompaniment, which maintains a slow “Langsam” and methodical tempo throughout (Figure 
3.19). The counterpoint is imbued with descent and is made up of a descending sequence in  
 
Figure 3.19: Slow, methodical and wandering counterpoint mm.1-5 
 
 
two-measure phrases. Within these phrases the counterpoint descends and ascends, resembling 
the movement of wings on the page. The 7-6 suspensions add to the overall affect; this is a 
winding down of sorts. We are at this point, clearly descending from the heights of the center of 
the cycle, falling back through the tonalities of the opening of the cycle just as the sun is falling 
on the protagonist. 
 
Song 11: Im Walde "In the Forest" 
 
Es zog eine Hochzeit den Berg entlang, 
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Da blitzten viel Reiter, das Waldhorn klang, 
Das war ein lustiges Jagen! 
 
Und eh’ ich’s gedacht, war alles verhallt, 
Die Nacht bedecket die Runde; 
Nur von den Bergen noch rauschet der Wald 




A wedding procession wound over the mountain, 
I heard the warbling of birds, 
Riders flashed by, hunting horns peeled, 
That was a merry chase! 
 
And before I knew, all had faded, 
Darkness covers the land, 
Only the forest sighs from the mountain, 
And deep in my heart I quiver with fear. 
 
The eleventh song “Im Walde” is in A major and consists of two stanzas. Poetic images 
of birds singing and forest trees rustling return as echoes of past songs. The opening of the first 
stanza refers to a bridal party, “a wedding procession wound over the mountain” (line 1) which is 
a returning image from the seventh song “Auf einer Burg.” The end of the first stanza is perhaps 
the most remarkable return of a familiar image “Riders flashed by, hunting horns peeled, that 
was a merry chase!” (lines 3-4). The tonality here modulates explosively into D major at a forte 
dynamic as if the hunters were rushing past right under our noses! (Figure 3.20 below). There are 
two songs in this cycle that mention hunting parties previous to this one: song 3 “The hunting 
horn echoes here and there, o flee!’” (lines 7-8) and song 10 “Hunters sound their horns through 
the forest, voices wander to and fro” (lines 7-8). It isn’t until the eleventh song “Im Walde” that 
we finally get to experience this hunting party up close and personal. This flash of D major 
happens to be the missing tonality from the background structure; D is the missing pitch we have 
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Figure 3.20: Hunting party in a flash of D major! mm.10-19 
 
 
The idea of bringing things close that have previous been distant is discussed in Berthold 
Hoeckner’s article “Schumann and Romantic Distance,” in which he quotes from one of “…Jean 
Paul’s forgotten novels: ‘to make what is close so distant, and bring what is distant so close, that 
our heart could embrace them both.’”3 Jean Paul was one of Schumann’s favorite writers, and it 
is possible that this sentiment would have resonated with him. The constant references to horn 
calls within the poetic imagery of the Eichendorff Liederkreis are suddenly thrown in our faces 
during this blinding flash of D major. Those distant images, along with the omission of D as a 
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tonality in the background structure, are suddenly and arrestingly foregrounded during this 
moment. “Im Walde” concludes with a particularly stunning descending leap in which the voice 
drops down an octave during the text “And deep in my heart I quiver with fear” (line 8). The 
piano accompanies this downward leap of the voice with a plagal cadence (D major to A major) 
emphasizing the importance of D during the conclusion of this penultimate song (Figure 3.21). 
 
Figure 3.21: Downward leap in the voice and plagal cadence in the piano mm.43-50 
 
Song 12: Frühlingsnacht "Spring Night" 
 
Überm Garten durch die Lüfte 
Hört’ ich Wandervögel zieh’n, 
Das bedeutet Frühlingsdüfte, 
Unten fängt’s schon an zu blühn. 
 
Jauchzen möcht’ ich, möchte weinen, 
Ist mir’s doch, als könnt’s nicht sein! 
Alte Wunder wieder scheinen 
Mit dem Mondesglanz herein. 
 
Und der Mond, die Sterne sagen’s, 
Und im Traume rauscht’s der Hain 
Und die Nachtigallen schlagen’s: 




Over the garden, through the air 
I heard birds of passage fly, 









"And deep in my heart I quiver with fear" (line 8)
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Flowers already bloom below. 
 
I could shout for joy, could weep, 
For it seems to me it cannot be! 
All the old wonders come flooding back, 
Gleaming in the moonlight. 
 
And the moon and stars say it, 
And the dreaming forest whispers it, 
And the nightingales sing it: 
‘She is yours, is yours!’ 
 
Figure 3.22: “She is yours, is yours!” and final cadence in F-sharp major mm.24-31 
 
  
The final song “Frühlingsnacht” returns to the opening tonality of the cycle F-sharp, but 












"She is yours, is yours!" (line 12)
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melancholic tone of many of the previous songs. This is further dramatized by the expressive 
marking “Leidenschaftlich” meaning “passionately!” The vocal part begins and ends on F-sharp  
which was also a feature of the opening song of the cycle. The final cadence in the piano 
emphasizes this return and conclusion to the tonality of F-sharp by opening outward in octaves 
into an expansive F-sharp major chord (Figure 3.22 above). “She is yours, is yours!” (line 12) 
shouts the protagonist at the conclusion of the song. This “she” could be a reference to the 
renewal of Spring, the blooming flowers, the change in mode from F-sharp minor to major, or 
yet another cryptic reference to some semblance of a beloved who has not been fully fleshed out 
in the poetry itself. Whoever “she” might be, it seems as if this return to the tonality of F-sharp is 
a new beginning for our protagonist. A spilling over of rebirth and bliss. 
 
Conclusion 
The Eichendorff Liederkreis begins and ends in the tonality of F-sharp. This is, however, 
not the tonic of the cycle as a whole. The tonalities of the cycle, when arranged in step-wise 
motion, reveal an E natural minor scale without the 7th scale degree (D-natural). Although the 
cycle begins and ends on the “supertonic” (F-sharp), the majority of songs are in the tonality of E 
major/minor. The four centermost songs depict distant imagery; two of these songs are in E (see 
Figure 3.1). It would appear that the center of the cycle is as close to “home” as we get; these 
four songs represent a kind of “hortus conclusus,” an enclosed garden within which the 
protagonist comes closer to the natural world with which the poetry is occupied. All sense of 
“self” is lost in the other-worldly seventh song “Auf einer Burg” which occupies the center of the 
cycle. We find ourselves “flying” over the landscapes of these center-most songs; this is 
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mimicked by the shape of the tonal structure which rises and falls away from and back to F-sharp 
on both sides. 
The missing D-natural (subtonic) exists a M2 below the tonic (E-natural). As a leading-
tone, it lacks the desire to “lead” up into the tonic. It is perhaps for this reason that the 
subdominant (A major) carries more weight than the dominant (B major) throughout this cycle. 
Peter Ostwald points out that “The Eichendorff Liederkreis was not published until 1850, and 
during this interval Schumann changed the order of the songs. The original ending of the cycle 
was tragic, with the stony old knight (Barbarossa) as victor. As it is now performed, with the 
oddly happy ending, the listener senses the inappropriateness.”4 As a listener I don’t sense any 
inappropriateness in Schumann’s ending whatsoever. It seems as if he simply wanted to work 
with a non-linear approach in this particular cycle. Unlike Frauenliebe und Leben and 
Liederkreis op. 24, the narrative journey of the Eichendorff Liederkreis is not linear, rather we 
depart from our protagonist in the midst of Spring and all of its potential paths forward, toward 










4 Ostwald, Peter F. Schumann: The inner voices of a musical genius. 160. 
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Chapter Four: Dichterliebe op. 48 
Introduction 
Dichterliebe op. 48 is perhaps the best well-known and most beloved of the cycles 
discussed in this study. It is also the largest of Schumann’s cycles, consisting of sixteen songs. 
The poems of Dichterliebe are drawn from Heinrich Heine’s Lyrisches Intermezzo (1823), which 
in its entirety contains a Prologue and sixty-five poems. Schumann’s original version of 
Dichterliebe contained twenty songs, but once it was published in 1844 — four years after 
having been composed — four songs were redacted, narrowing the cycle down to sixteen songs 
in total. The opening songs of Dichterliebe are shorter in length than in the previous cycles 
discussed so far; however, the last two songs of this cycle, “Aus alten Märchen” and “Die alten, 
bösen Lieder,” are of considerable length. There is a central protagonist in Dichterliebe, that of a 
man who finds himself desperately in love with a woman who does not return his affection. By 
the end of the cycle, the protagonist symbolically buries his unrequited passions in a coffin “Do 
you know why the coffin must be so large and heavy? I’d like to bury there my love and my 
sorrow too” (song 16, lines 23-24). 
The tonalities of the sixteen songs are built up of adjacent 3rds and 5ths, no surprise! The 
cycle as a whole can be divided into two parts, the first half consisting of songs 1-6 and the 
second half consisting of songs 7-16 (Figure 4.1). In the first half of the cycle, we find our 
protagonist head over heels in love, whereas in the second half of the cycle the protagonist 
begins to doubt his feelings, eventually opting to symbolically bury his sorrow in a coffin. Songs 
11-13 function as an interruption to the second half of the cycle; these three songs consist of 
tonalities and poetic imagery that exist outside of the narrative of the rest of the cycle. The final 
song of the cycle, which begins in C-sharp minor and ends in D-flat major, functions as a  
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Figure 4.1: Sequence of tonalities 
 
 
Figure 4.2: Symmetry between parts 1 and 2 of Dichterliebe (songs 11-13 and 16 not shown) 
 
 
resolution to the events that have taken place up until this point. This cycle ends with an 
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ending of Frauenliebe und Leben. The two halves of the cycle display a clear symmetry in which 
major and minor modes are exchanged between each half of the cycle (Figure 4.2 above). Songs 
11-13, in E-flat major, B-flat major and E-flat minor respectively, interrupt this symmetry during 
the second half of the cycle both tonally and poetically through a series of dream-like scenes that 
stands apart from the narrative of the protagonist. The tonal symmetry of the second half of the 
cycle is regained in song 14 “Allnächtlich im Traume” which ends with the protagonist waking 
from his dream “I wake, the wreath is gone, and I cannot remember the word” (song 14, lines 1-
12). From this point forward the protagonist’s efforts are bent on burying his love. 
Unlike the cycles that have been discussed so far, the tonal centers of the songs of 
Dichterliebe cannot be collected into a scale configuration suggesting an overarching tonality for 
the cycle as a whole. The tonalities, when arranged in stepwise motion, create a nearly complete 
chromatic scale; all but two tonalities/notes are present (Figure 4.3). It is interesting to note that 
the two tonalities/notes which are missing (F and G-sharp/A-flat) are the 3rd and 5th scale degrees 
of a D-flat major triad, which is the tonality in which the cycle ends. What might the overarching 
tonality of this cycle be? 
 
Figure 4.3: Chromatic scale without notes G-sharp and F 
 
 
 Dichterliebe is perhaps the most written about of Schumann’s cycles. Scholars such as 
Hoeckner and Daverio have noticed that the tonalities of adjacent songs move exclusively by the 
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tonality of the cycle is A major whereby the tonic of A is prolonged by a bass arpeggiation of a 
major 3rd over the course of the cycle. Other scholars, such as Ferris, argue that the genre of the 
song cycle is fundamentally a fragmentary form in which an overarching tonality is impossible to 
identify. “The cycle is not generically opposed to the collection but is a particular kind of 
collection in itself, a collection that is composed of pieces whose forms tend to be fragmentary 
and whose meaning tends to be obscure. The cycle does not create an overarching unity that 
provides such pieces with completion and clarity but is itself discontinuous and open-ended.”1 
My analysis of Dictherliebe is most closely aligned with the findings of Jeff Nichols article in 
which he proposes “that the form of Dicterliebe can best be regarded as the interweaving of two 
distinct narratives strands, one presented in a series of major-key songs revolving around the 
experience of love, the other in minor-key songs treating the subject of loss.”2 Nichols proposes 
that C-sharp is the overarching tonality of Dictherliebe “…there is one tonic that represents the 
prevailing perspective of the narrator — the C-sharp/D-flat that ends the work — I would 
propose analyzing Dicterliebe, paradoxically enough in view of the controversy that has 
surrounded the question of its tonal structure, neither in A major, as Komar has done, nor as a 
tonally disunified collection of songs, but as an integrated work in C-sharp minor.”3  
The tonality of C-sharp plays an important role in the opening and closing songs of the 
cycle. The opening song of the cycle “Im wunderschönen Monat Mai” longs for resolution to its 
tonic of F-sharp minor, but continuously resolves to A major. The initial C-sharp pickup and 
concluding C-sharp major half-cadence function as dominants of F-sharp, albeit an F-sharp 
minor that never fully materializes. The meaning of the concluding half-cadence (C-sharp major) 
 
1 Ferris, David. Schumann's Eichendorff Liederkreis and the Genre of the Romantic Cycle, 6. 
2 Nichols, Jeff. The Dominant Relation as Metaphor in Schumann’s Dichterliebe, 1. 
3 Ibid, 31 
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in “Im wunderschönen Monat Mai” is made clear in a sense by the tonality of the final song of 
the cycle “Die alten, bösen Lieder” which begins in C-sharp minor and ultimately modulates to 
D-flat major enharmonically, a sort of resolution of the half cadence at the end of the first song 
of the cycle. As stated above, the two tonalities missing from this cycle are F and G-sharp/A-flat, 
these two notes flesh out the 3rd and 5th scale degrees of a D-flat major triad. In a deep sense, we 
are psychologically denied these tonal centers until the resolution to D-flat major at the end of 
the cycle.  
The overarching tonality in this cycle is C-sharp minor, however there is no macro-scale 
that can be derived from the tonal centers of the songs, apart from an incomplete chromatic scale 
in which F and A-flat await the eventual enharmonic modulation to the concluding tonality of D-
flat major. The structure of this cycle is subtractive rather than additive. These two notes (F and 
A-flat) find resolution in the final modulation to D-flat major at the end of the cycle. Therefore, 
the key centers that make up the macro-scale of this cycle do not point toward a definitive tonic 




Song 1: Im wunderschönen Monat Mai "In the wondrous month of May" 
 
Im wunderschönen Monat Mai, 
Als alle Knospen sprangen, 
Da ist in meinem Herzen 
Die Liebe aufgegangen. 
 
Im wunderschönen Monat Mai, 
Als alle Vögel sangen, 
Da hab’ ich ihr gestanden 




In the wondrous month of May, 
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When all the buds burst into bloom, 
Then it was that in my heart 
Love began to burgeon. 
 
In the wondrous month of May, 
When all the birds were singing, 
Then it was I confessed to her 
My longing and desire. 
 
Figure 4.4: C-sharp pick up (m.1) and modulation to A major (m.6) 
 
 
The opening song of the cycle “Im wunderschönen Monat Mai,” is in F-sharp minor, 
although the tonic is avoided by way of continuous tonal movement to A major. This song 
begins with a pickup on the note C-sharp which is dragged downward by the presence of the note 
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carries the C-sharp pickup downward to B and ultimately to a modulation in A major in m.6 (see 
Figure 4.4). The descent of C-sharp to B and final resolution to A stands in direct opposition to 
the poetic imagery of the text “In the wondrous month of May, when all the buds burst into 
bloom” (lines 1-2). Despite the downward gravitational pull of C-sharp to A everything else 
seems to be ascending, growing, and blooming especially with regard to the sixteenth-note 
figuration of the piano accompaniment which continuously rises on every downbeat (see Figure 
4.4). Likewise, the overall trajectory of the vocal part slowly rises up from C-sharp to a high G  
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by measure 12 (see Figure 4.4). There is no F-sharp minor cadence, the tonic of this song never 
fully materializes; the movement only cadences on A followed by b and D. The song ends on a 
C-sharp major chord, as a dominant of a never realized F-sharp. 
 It should be noted that the opening theme of Dichterliebe closely resembles a portion of 
the second movement of Clara Schumann’s piano concerto of 1835 (Figure 4.5 above). The 
second movement of Clara’s piano concerto consists of an extended piano solo which is later 
joined by a solo cello. Just before the entrance of the cello soloist there is a transitory passage 
which resembles the opening theme of Dichterliebe, predating Robert’s song cycle by five years! 
In both passages there is a similar motion in the bass (D, C-sharp, D), there is also the shared C-
sharp anacrusis. Was this passage from the second movement of Clara’s piano concerto the 
impetus for Robert’s song cycle? 
 
Song 2: Aus meinen Tränen sprießen "From my tears there will spring" 
 
Aus meinen Tränen spriessen 
Viel blühende Blumen hervor, 
Und meine Seufzer werden 
Ein Nachtigallenchor. 
 
Und wenn du mich lieb hast, Kindchen, 
Schenk’ ich dir die Blumen all’, 
Und vor deinem Fenster soll klingen 




From my tears there will spring 
Many blossoming flowers, 
And my sighs shall become 
A chorus of nightingales. 
 
And if you love me, child, 
I’ll give you all the flowers, 
And at your window shall sound 
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Figure 4.6: C-sharp pick up (m.1), repeated B in voice (mm.8-9), and C-sharp major chord (m.12) 
 
 
The continuous modulations to A major in “Im wunderschönen Monat Mai” are fleshed 
out more fully as the tonic of the song that follows, “Aus meinen Tränen sprießen.” The second 
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song as opposed to the melancholic sound world of song 1. The vocal part is somewhat 
speechlike throughout, especially during the second and final stanza where the vocal line 
gravitates around the note B (see Figure 4.6 above). The first half of the second stanza “And if 
you love me, child, I’ll give you all the flowers” (lines 5-6) ends on a C-sharp major chord 
(m.12) which recalls the half cadence of the previous song which should still be freshly lingering 
in our minds (see Figure 4.6). 
 
Song 3: Die Rose, die Lilie, die Taube, die Sonne "Rose, Lily, Dove, Sun" 
 
Die Rose, die Lilie, die Taube, die Sonne, 
Die liebt’ ich einst alle in Liebeswonne. 
Ich lieb’ sie nicht mehr, ich liebe alleine 
Die Kleine, die Feine, die Reine, die Eine; 
Sie selber, aller Liebe Wonne, 




Rose, lily, dove, sun, 
I loved them all once in the bliss of love. 
I love them no more, I only love 
She who is small, fine, pure, rare; 
She, most blissful of all loves, 
Is rose and lily and dove and sun. 
 
The opening songs of Dichterliebe flash by at a rapid pace, much faster than in any other 
song cycle by Schumann. The speed at which these opening songs progress closely resembles the 
short movements and everchanging whip-lash emotional states of Schumann’s earlier piano 
works. The third song of the cycle “Die Rose, die Lilie, die Taube, die Sonne” is no exception 
and flashes before us even faster than the two previous songs. This third song is characterized by 
a hocket texture in the piano accompaniment which engenders a sense of falling forward, a 
momentum that mirrors the opening lines of text which is in essence a list of all things beautiful 
“Rose, lily, dove, sun, I loved them all once in the bliss of love” (lines 1-2) (Figure 4.7). In fact, 
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Figure 4.7: Opening hocket texture in piano accompaniment (mm.1-3) 
 
 
Figure 4.8: Hocket texture in lower register and final cadence (mm.16-22) 
 
 
things move so quickly that the individual words seem to run together, seemingly piling on top 
of one another as the list of “things loved” is more and more fervently strung along. The piano 
brings the movement to a close by displacing the hocket texture into the lower register, 
terminating with a firm dominant to tonic cadence (Figure 4.8). 
 
Song 4: Wenn ich in deine Augen seh "When I look into your eyes" 
 
Wenn ich in deine Augen seh’, 
So schwindet all’ mein Leid und Weh’; 
Doch wenn ich küsse deinen Mund, 
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Wenn ich mich lehn’ an deine Brust, 
Kommt’s über mich wie Himmelslust; 
Doch wenn du sprichst: ich liebe dich! 




When I look into your eyes, 
All my pain and sorrow vanish; 
But when I kiss your lips, 
Then I am wholly healed. 
 
When I lay my head against your breast, 
Heavenly bliss steals over me; 
But when you say: I love you! 
I must weep bitter tears. 
 
The quick pace of the opening songs begins to slow down at the approach of the fourth 
song “Wenn ich in deine Augen” with the tempo marking “langsam.” The vocal line recalls the 
speech-like rhythm of the second song, similarly hovering around the same repeated note B 
(Figure 4.9). During the second stanza the protagonist hears his beloved say “Ich liebe dich.”  
 
Figure 4.9: Repeated B in the voice 
 
 
This sentimental moment is appropriately marked with a ritardando in mm.13-14 (Figure 4.10). 
Schumann ingeniously sets these words “Ich liebe dich” by utilizing the same melodic figuration 
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Figure 4.10: Melodic figuration in “Wenn ich…” (mm.13-14) and “Süßer Freund…” (mm.57-58) 
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Frauenliebe und Leben where the same melodic figuration is set to the words “Dein bildnis” (see 
Figure 4.10 above). The piano brings this fourth song of Dichterliebe to a close by way of an 
undulating plagal cadence twice repeated, a kind of rippling echo (Figure 4.11 above). This 
soothing and prayer-like plagal cadence stands in stark contrast to the firm dominant to tonic 
cadence of the previous song. 
 
Song 5: Ich will meine Seele tauchen "Let me bathe my soul" 
 
Ich will meine Seele tauchen 
In den Kelch der Lilie hinein; 
Die Lilie soll klingend hauchen 
Ein Lied von der Liebsten mein. 
 
Das Lied soll schauern und beben, 
Wie der Kuss von ihrem Mund, 
Den sie mir einst gegeben 




Let me bathe my soul 
In the lily’s chalice; 
The lily shall resound 
With a song of my beloved. 
 
The songs shall tremble and quiver 
Like the kiss that her lips 
Once gave me 
In a wondrously sweet hour. 
 

























œR œJ œR œR œ#
j œR œR œ œJ œR œR




œ œ œ# œ œ œ œ œ œ
œ
œ œ
œ œ œ œ œ œ œ
 
  122 
 
The fifth song “Ich will meine Seele tauchen” consists of beautifully arpeggiated textures 
in the piano accompaniment (Figure 4.12 above). The outer voices of this accompaniment are 
constantly moving inward in a wedge-like motion; the vocal line is supported in unison by the 
top voice of the piano. It is as if this texture is mimicking the opening lines of text “Let me bathe 
my soul in the lily’s chalice” (lines 1-2) creating a funnel of sorts, a vessel through which the 
protagonist’s “soul” bathes in the essence of this visceral texture. 
 
Song 6: Im Rhein, im heiligen Strome "In the Rhine, in the holy river" 
 
Im Rhein, im heiligen Strome, 
Da spiegelt sich in den Well’n 
Mit seinem grossen Dome, 
Das grosse, heilige Köln. 
 
Im Dom da steht ein Bildnis, 
Auf gold’nem Leder gemalt; 
In meines Lebens Wildnis 
Hat’s freundlich hineingestrahlt. 
 
Es schweben Blumen und Eng’lein 
Um unsre liebe Frau; 
Die Augen, die Lippen, die Wäng’lein, 




In the Rhine, in the holy river, 
Mirrored in its waves, 
With its great cathedral, 
Stands great and holy Cologne. 
 
In the cathedral hangs a picture, 
Painted on gilded leather; 
Into my life’s wilderness 
It has cast its friendly rays. 
 
Flowers and cherubs hover 
Around Our beloved Lady; 
Her eyes, her lips, her cheeks 
Are the image of my love’s. 
 
The final song of the first half of the cycle “Im Rhein, im heiligen Strome” is laden with 
sacred imagery: the holy river, a great cathedral, holy Cologne, and a picture of our beloved  
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Figure 4.13: Opening dotted rhythm (mm.1-5) 
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Lady. The piano accompaniment itself recalls the archaic dotted rhythm of the French Baroque, 
but here the mood is more akin to a dirge than a fanfare or overture. This dotted rhythm in the 
piano continuously descends, while the voice is supported by the bass line that recalls 
the great architectural buttresses of a Gothic cathedral (Figure 4.13 above). The intensity of the 
dotted rhythm begins to lighten up during the third stanza where the protagonist compares the 
features of the Virgin Mary to those of his beloved “Flowers and cherubs hover around Our 
beloved Lady; her eyes, her lips, her cheeks are the image of my love’s” (lines 9-10). Here the 
vocal line descends in thirds over and over again during mm.35-39 before ending on the leading 
tone (D-sharp) in m.42 (Figure 4.14 above). The piano accompaniment concludes the song by 




Song 7: Ich grolle nicht "I bear no grudge" 
 
Ich grolle nicht, und wenn das Herz auch bricht, 
Ewig verlor’nes Lieb! ich grolle nicht. 
Wie du auch strahlst in Diamantenpracht, 
Es fällt kein Strahl in deines Herzens Nacht. 
 
Das weiss ich längst. Ich sah dich ja im Traume, 
Und sah die Nacht in deines Herzens Raume, 
Und sah die Schlang’, die dir am Herzen frisst, 
Ich sah, mein Lieb, wie sehr du elend bist. 




I bear no grudge, though my heart is breaking, 
O love forever lost! I bear no grudge. 
However you gleam in diamond splendour, 
No ray falls in the night of your heart. 
 
I’ve known that long. For I saw you in my dreams, 
And saw the night within your heart, 
And saw the serpent gnawing at your heart; 
I saw, my love, how pitiful you are. 
I bear no grudge. 
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“Ich grolle nicht” demarcates the beginning of the second half of the cycle. For the first 
time, the protagonist is faced with the reality that his beloved does not love him in return “I bear 
no grudge, though my heart is breaking, O love forever lost!” (lines 1-2). The tonality of this 
song (C major) is a tritone away from the key of the opening song of the cycle in F-sharp minor. 
“Ich grolle nicht” is separated, tonally speaking, at the point of furthest remove from the opening 
song of the cycle. It is during this seventh song where the protagonist begins to doubt the nature 
of his feelings for his beloved. The constant eighth note rhythm in the piano accompaniment is a 
new texture in this cycle, though the descending octaves (descending in thirds) in the bass may 
recall the cathedral-like, architectural pillars of the previous song (Figure 4.15).  
 
Figure 4.15: Eighth note rhythm and descending octaves in bass (mm.1-4) 
 
 
C major is an odd tonality to choose for the emotional turmoil the protagonist is 
grappling with in this song. As stated above, the note C is a tritone away from the F-sharp of the 
opening song; this intervallic distance is what makes the choice of C major poetically  
appropriate. The vocal melody from mm.22-27, is characterized by rising fifths (E to B, A to E, 
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saw you in my dreams, and saw the night within your heart” (lines 5-6) which recalls the fifths of 
“Auf einer Burg” from Liederkreis op. 39, a song which also marks the second half of that 
particular cycle (Figure 4.16). In his book “Modal Ethos and Semiotics in Tonal Music,” 
Marshall Tuttle points out that “C as leading tone of C-sharp represents the poet’s refusal to act: 
“Ich grolle nicht” (tr. I won’t growl). In terms of the text, the poet’s assertion is belied by 
everything else he says in the song. The C is a lie, just as the text of the song denies itself.”4 
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The interval of a tritone is a key-defining interval; it only exists between the 7th and 4th 
scale degrees of any major or minor scale (in the minor mode it can also be found between the 
2nd and lowered 6th scale degrees). The distance between the tonality of the first song (F-sharp) 
and the tonality of the seventh song (C) eventually closes inward toward the key of D-flat major  
in the final song of the cycle. Therefore, this sentiment “Ich grolle nicht” marks a turning point 
for our protagonist! He begins to move toward resolution to the D-flat major of the final song of 
the cycle, where he successfully extinguishes his feelings of love. 
 
Song 8: Und wüßten's die Blumen, die kleinen "If the little flowers knew" 
 
Und wüssten’s die Blumen, die kleinen, 
Wie tief verwundet mein Herz, 
Sie würden mit mir weinen, 
Zu heilen meinen Schmerz. 
 
Und wüssten’s die Nachtigallen, 
Wie ich so traurig und krank, 
Sie liessen fröhlich erschallen 
Erquickenden Gesang. 
 
Und wüssten sie mein Wehe, 
Die goldenen Sternelein, 
Sie kämen aus ihrer Höhe, 
Und sprächen Trost mir ein. 
 
Sie alle können’s nicht wissen, 
Nur eine kennt meinen Schmerz: 
Sie hat ja selbst zerrissen, 




If the little flowers knew 
How deeply my heart is hurt, 
They would weep with me 
To heal my pain. 
 
If the nightingales knew 
How sad I am and sick, 
They would joyfully make the air 
Ring with refreshing song. 
 
And if they knew of my grief, 
Those little golden stars, 
They would come down from the sky 
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And console me with their words. 
 
But none of them can know; 
My pain is known to one alone; 
For she it was who broke, 
Broke my heart in two. 
 
The vocal part of the eighth song “Und wüßten’s die Blumen, die kleinen” is 
characterized by a stepwise-motion descending fifth, a reversal of the rising fifths of the previous 
song. The piano accompaniment similarly descends in a fast paced thirty-second note pattern 
with oscillating 3rds and 5ths in both hands coloring the descending nature of the vocal part 
(Figure 4.17). The vocal part and the piano accompaniment are constantly descending over the 
course of this song, portraying the opening text “If the little flowers knew how deeply my heart  
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Figure 4.18: Wedge shape in piano accompaniment in song 8 (mm.26-28) 
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is hurt, they would weep with me to heal my pain.” (lines 1-4). During the fourth and final stanza 
the accompaniment from the fifth song “Ich will meine Seele tauchen” returns with its 
characteristically wedge-like moving outer voices (Figure 4.18 above). The final words of text 
“For she it was who broke, broke my heart in two” (lines 15-16) brings the thirty-second note 
texture to a sudden halt, from which point the piano lashes out in a rhapsodic display of emotion 
bringing the movement to a devastatingly painful close (Figure 4.19 above). 
 
Song 9: Das ist ein Flöten und Geigen "What a fluting, what a scraping" 
 
Das ist ein Flöten und Geigen, 
Trompeten schmettern darein; 
Da tanzt wohl den Hochzeitsreigen 
Die Herzallerliebste mein. 
 
Das ist ein Klingen und Dröhnen, 
Ein Pauken und ein Schalmei’n; 
Dazwischen schluchzen und stöhnen 




What a fluting, what a scraping, 
With trumpets blaring in; 
That must be my dearest love 
Dancing at her wedding feast. 
 
What a clashing, what a clanging, 
What a drumming, what a piping; 
And the lovely little angels 
Sobbing and groaning in between. 
 
The piano accompaniment of the ninth song “Das ist ein Flöten und Geigen” is 
characterized by a constant string of sixteenth notes in the right hand, and a waltz rhythm in the 
left (Figure 4.20 below). The text describes a wedding in which the protagonist sees his beloved 
dancing “That must be my dearest love dancing at her wedding feast” (lines 3-4). The affect is 
cold and numb rather than jubilant and festive. The song is in D minor but doesn’t cadence on 
the tonic chord until the ninth measure, it is as if we have come to this dance fashionably late,  
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Figure 4.20: String of sixteenth notes and waltz rhythm (mm.1-6) 
 
 
Figure 4.21: Descending M7 in the voice (mm.43-49) 
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and so in turn does the tonic (see Figure 4.20 above). The protagonist describes the sounds of 
various instruments that are playing “What a clashing, what a clanging, what a drumming, what a 
pipping” (lines 5-6) although the piano accompaniment doesn’t depict the sounds that he is 
describing whatsoever. Rather, the anesthetizing waltz drones on. The only significantly 
dramatic moment happens during the middle of the second stanza where the vocal part leaps 
down a m7 from a B-flat to middle C (mm.48-49) (Figure 4.21 above). After the second and final 
stanza, the piano accompaniment continues playing for nineteen measures longer, terminating 
with a drunkenly descending chromatic bass line down to the tonic of D in the major mode 
(Figure 4.22 above). 
 
Song 10: Hör' ich das Liedchen klingen "When I hear the little song" 
 
Hör’ ich das Liedchen klingen, 
Das einst die Liebste sang, 
So will mir die Brust zerspringen 
Von wildem Schmerzendrang. 
 
Es treibt mich ein dunkles Sehnen 
Hinauf zur Waldeshöh’, 
Dort löst sich auf in Tränen 




When I hear the little song 
That my love once sang, 
My heart almost bursts 
With the wild rush of pain. 
 
A dark longing drives me 
Out to the wooded heights, 
Where my overwhelming grief 
Dissolves in tears. 
 
The tenth song “Hör’ ich das Liedchen klingen” is perhaps one of the most introspective 
songs of the cycle. The slowly descending arpeggios in the piano accompaniment depict the last 
lines of this poem “Where my overwhelming grief dissolves in tears” (lines 7-8). The piano itself 
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sounds like a tiny music box; the vocal part is traced by the top voice in the piano 
accompaniment (Figure 4.23). The modulation from the tonic G minor to C minor (mm.9-12) is 
particularly poignant with the introduction of a B-natural and a Neapolitan chord (D-flat) 
evoking the final lines of the opening stanza to great effect “My heart almost bursts with the wild 
rush of pain” (lines 3-4) (Figure 4.24). The vocal line cadences after the second and final stanza 
in m.20 from which point the piano continues as if beginning the piece anew. From mm.23-25 
the piano accompaniment introduces a hauntingly dissonant rising chromatic scale which recalls 
the descending chromatic scale of the previous song (Figure 4.25). The movement comes to a 
stunningly painful close with a tortured descending G minor scale to the tonic. 
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Figure 4.24: Modulation to C minor, introduction of B-natural and Neapolitan chord (D-flat) (mm.9-12) 
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Part III (an interruption) 
Song 11: Ein Jüngling liebt ein Mädchen "A boy loves a girl" 
 
Ein Jüngling liebt ein Mädchen, 
Die hat einen andern erwählt; 
Der andre liebt eine andre, 
Und hat sich mit dieser vermählt. 
 
Das Mädchen nimmt aus Ärger 
Den ersten besten Mann, 
Der ihr in den Weg gelaufen; 
Der Jüngling ist übel dran. 
 
Es ist eine alte Geschichte, 
Doch bleibt sie immer neu; 
Und wem sie just passieret, 




A boy loves a girl 
Who chooses another; 
He in turn loves another 
And marries her. 
 
The girl, out of pique, 
Takes the very first man 
To come her way; 
The boy is badly hurt. 
 
It is an old story, 
Yet remains ever new; 
And he to whom it happens, 
It breaks his heart in two. 
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Songs 11-13 break with the symmetrical tonal scheme of the cycle (see Figures 4.1 and 
4.2 above). This interruption effects both the progression of tonalities as well as the narrative of 
the cycle. We expect to move from G minor to B major from songs 10 to 11 however, we move 
from G minor to E-flat major. The poetic content of the eleventh song “Ein Jüngling liebt ein 
Mädchen” exists outside of the narrative of the cycle by removing the first-person perspective of 
the protagonist entirely. The eleventh song narrates a story about a failed relationship between a 
boy and a girl with no reference to the protagonist or his beloved; it is as if an entirely new and 
anonymous narrator were interjecting here. Strangest of all is the uncharacteristically optimistic 
affect of the song which remains sarcastically up-beat throughout (Figure 4.26 above). The piano 
accompaniment and vocal delivery of the text stand in striking contrast to the mood of the 
previous songs especially “Hör’ ich das Liedchen klingen” which tragically occupied the relative 
minor (G minor). 
 
Song 12: Am leuchtenden Sommermorgen "One bright summer morning 
 
Am leuchtenden Sommermorgen 
Geh’ ich im Garten herum. 
Es flüstern und sprechen die Blumen, 
Ich aber wandle stumm. 
 
Es flüstern und sprechen die Blumen, 
Und schau’n mitleidig mich an: 
„Sei unsrer Schwester nicht böse, 




One bright summer morning 
I walk around the garden. 
The flowers whisper and talk, 
But I walk silently. 
 
The flowers whisper and talk, 
And look at me in pity: 
‘Be not angry with our sister, 
You sad, pale man.’ 
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The twelfth song “Am leuchtenden Sommermorgen” opens with material in the piano 
accompaniment that will later be heard as a coda in the final song of the cycle, albeit in a 
different key (Figure 4.27). The opening of the twelfth song begins on a German augmented 
sixth chord that eventually resolves to the tonic of B-flat major in measure 3 (see Figure 4.27).  
 
Figure 4.27: “Recycled” piano accompaniment from song 12 (B-flat) and song 16 (D-flat) 
 
 
The second and final stanza ends with an unexpected and brief modulation to G major (mm.17-
19) in which the flowers mentioned in the first stanza begin to talk to the protagonist “Be not 
angry with our sister, you sad, pale man” (lines 7-8) (Figure 4.28). The flowers are whispering to 
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changes from the opening “ziemlich langsam” to an even slower “langsam” with the addition of 
a ritardando in measure 19. This modulation to G major recalls the song “Ich wandelte unter den 
Bäumen” from Liederkreis op. 24 where the birds of the forest speak directly to the protagonist 
about the woman he loves “’A young woman once passed by, who sang it again and again, and 
so we birds snatched it up, that lovely golden word.’” (lines 9-12) (see Figure 4.28). 
 
Figure 4.28: Modulation to G in “Am leuchtenden” (mm.17-21) and “Ich wandelte” (mm.21-24) 
 
 
Following the final stanza, the piano accompaniment returns to the opening material over 
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draw this material out ingeniously with colorful chords in the right hand (F major, G major, c 
minor, F augment, D minor, and E-flat major) over the dominant pedal. Resolution to the tonic of 
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B-flat is finally achieved in measure 24, although in second inversion. From measure 23 to the 
double bar line a melody arises out of the arpeggiated piano figurations, tied over the downbeats, 
slowly crawling its way towards resolution. As if spilling over itself in excess, this tonic-evading 
artifice starts to crack at the seams at the end of measure 24 where a diminished seventh chord 
punctuates the beauty of this strange dream-like moment, which ultimately comes to a close on 
the downbeat of measure 29 with a PAC in B-flat major (see Figure 4.29). This tear in the cloth 
of this blissful piano coda recalls to me the artform known as Kintsugi in which broken pottery is 
repaired using gold lacquer in order to highlight the damaged areas, increasing the aesthetic 
value of the object by revealing its trauma (Figure 4.30). 
 
Figure 4.30: Kintsugi 
 
 
Song 13: Ich hab' im Traum geweinet "I wept in my dream" 
 
Ich hab’ im Traum geweinet, 
Mir träumte, du lägest im Grab. 
Ich wachte auf, und die Träne 
Floss noch von der Wange herab. 
 
Ich hab’ im Traum geweinet, 
Mir träumt’, du verliessest mich. 
Ich wachte auf, und ich weinte 
Noch lange bitterlich. 
 
Ich hab’ im Traum geweinet, 
Mir träumte, du wär’st mir noch gut. 
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Ich wachte auf, und noch immer 




I wept in my dream; 
I dreamt you lay in your grave. 
I woke, and tears 
Still flowed down my cheeks. 
 
I wept in my dream; 
I dreamt that you were leaving me. 
I woke, and wept on 
Long and bitterly. 
 
I wept in my dream; 
I dreamt you loved me still. 
I woke, and still 
My tears stream. 
 
Figure 4.31: Recitative/arioso opening of song 13 (mm.1-4) 
 
 
The vocal part of the thirteenth song “Ich hab’ im Traum geweinet” is largely 
declamatory and is accompanied by intermittent piano interjections resembling a recitative or 
arioso. The vocal part frequently declaims the text through the use of repeated notes; meanwhile 
the piano accompaniment fills in the spaces where the voice pauses (Figure 4.31). During the 
first two stanzas the voice and piano never play together; this feature exasperates the forlorn 




















j . . .
œœœ ≈ œœœ œœœn
.
œœœ
j ‰ ‰ Œ ‰?bbbbbb ∑ ∑
pp







œJ œ œJ œ œJ œ ™ œ ™ Œ ‰ Œ œj
‰
‰ ‰ ‰ œœJ
œœ ≈ œœ œœ œœJ ‰ ‰ Œ ‰
 
  142 
 
third stanza marks the point at which the voice and piano finally play together, and is 
characterized first by a repeated B-flat followed much later by a repeated D-flat in the vocal part 
(Figure 4.32). This rising minor third in the voice (B-flat to D-flat) is perhaps a preparation of 
sorts for the piano material from the previous song in B-flat major that will eventually form the 
coda for the cycle in D-flat major (see Figure 4.27).  
 
Figure 4.32: Ending of song 13 (mm.28-38)  
 
 
After the voice moves from B-flat to D-flat it cadences with a disturbingly, dark descent 
from F-flat to E-flat. This minor second between the first and second scale degrees (E-flat tonic 
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Following this tragic minor-second inflection in the voice is a full bar of rest. Complete and utter 
silence (see Figure 4.32). It is as if we were suspended here, performers and audience alike, 
staring into a void along with the protagonist. “The illusion explodes, however; the singer cannot 
finish the song. He ends on a tonic note, but it is the tonic turned into a dissonance. Then the 
void of the opening stanzas returns. This is perhaps the first piece of music in which empty 
silence plays a role as great as or even greater than that of the notes. For two stanzas voice and 
piano are isolated: they come together only with the resurgence of memory.”5 The opening piano 
interjection returns after this silence, but only for a brief four measures. The voice is silent. 
 
Part IV (symmetry regained) 
Song 14: Allnächtlich im Traume "Nightly in my dreams" 
 
Allnächtlich im Traume seh’ ich dich 
Und sehe dich freundlich grüssen, 
Und laut aufweinend stürz’ ich mich 
Zu deinen süssen Füssen. 
 
Du siehest mich an wehmütiglich 
Und schüttelst das blonde Köpfchen; 
Aus deinen Augen schleichen sich 
Die Perlentränentröpfchen. 
 
Du sagst mir heimlich ein leises Wort 
Und gibst mir den Strauss von Zypressen. 
Ich wache auf, und der Strauss ist fort, 




Nightly in my dreams I see you, 
And see your friendly greeting, 
And weeping loud, I hurl myself 
Down at your sweet feet. 
 
Wistfully you look at me, 
Shaking your fair little head; 
Stealing from your eyes 
Flow little tears of pearl. 
 
You whisper me a soft word 
 
5 Rosen, Charles. The romantic generation, 207. 
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And hand me a wreath of cypress. 
I wake, the wreath is gone, 
And I cannot remember the word. 
 
Figure 4.33: Time signature changes from duple to triple (mm.7-10) and (mm.29-32)  
 
 
Songs 11-13 interrupt the symmetry of the cycle, but the tonalities of these three songs 
point to the concluding tonality of the cycle (in D-flat major) more so than any other tonality we 
have heard so far. The tonalities of these interrupting songs (E-flat and B-flat) both do in fact 
exist within the key of D-flat major. Similarly, the C major tonality of “Ich grolle nicht” points 
upward as a leading tone to D-flat. The symmetry of the cycle resumes with the fourteenth song 
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continuation of the dream from the previous song “Ich hab’ im Traum geweinet,” and it is from 
this point forward that our protagonist is determined to “bury” his love. The song is characterized 
by two brief time signature changes from duple to triple (mm.8-10 and mm.21-23) (Figure 4.33 
above). This switch from duple to triple happens in the first stanza with the text “and weeping 
loud, I hurl myself” (line 3) and in the second stanza with “stealing from your eyes” (line 7). The 
temporal space of the song itself is elongated as the protagonist attempts to “hurl” or “steal” 
attention from his beloved. The third stanza remedies this disproportion by avoiding this change 
from duple to triple. Here the dynamics are lowered to pianissimo “I wake, the wreath is gone, 
and I cannot remember the word” (lines 11-12). By the end of the song our protagonist has 
finally awakened from the dream, which had initially broken the symmetry of the cycle during 
songs 11-13. Now that this symmetry is regained, he realizes that he must bury his love. 
 
Song 15: Aus alten Märchen "From Fairy Tales of Old" 
 
Aus alten Märchen winkt es 
Hervor mit weisser Hand, 
Da singt es und da klingt es 
Von einem Zauberland; 
 
Wo bunte Blumen blühen 
Im gold’nen Abendlicht, 
Und lieblich duftend glühen, 
Mit bräutlichem Gesicht; 
 
Und grüne Bäume singen 
Uralte Melodei’n, 
Die Lüfte heimlich klingen, 
Und Vögel schmettern drein; 
 
Und Nebelbilder steigen 
Wohl aus der Erd’ hervor, 
Und tanzen luft’gen Reigen 
Im wunderlichen Chor; 
 
Und blaue Funken brennen 
An jedem Blatt und Reis, 
Und rote Lichter rennen 
Im irren, wirren Kreis; 
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Und laute Quellen brechen 
Aus wildem Marmorstein. 
Und seltsam in den Bächen 
Strahlt fort der Widerschein. 
 
Ach, könnt’ ich dorthin kommen, 
Und dort mein Herz erfreu’n, 
Und aller Qual entnommen, 
Und frei und selig sein! 
 
Ach! jenes Land der Wonne, 
Das seh’ ich oft im Traum, 
Doch kommt die Morgensonne, 




A white hand beckons 
From fairy tales of old, 
Where there are sounds and songs 
Of a magic land; 
 
Where brightly coloured flowers 
Bloom in the golden twilight, 
And glow sweet and fragrant 
With a bride-like face; 
 
And green trees 
Sing primeval melodies, 
Mysterious breezes murmur, 
And birds too join in warbling; 
 
And misty shapes rise up 
From the very ground, 
And dance airy dances 
In a strange throng; 
 
And blue sparks blaze 
On every leaf and twig, 
And red fires race 
Madly round and round; 
 
And loud springs gush 
From wild marble cliffs. 
And strangely in the streams 
Reflections shine on and on. 
 
Ah, could I but reach that land, 
And there make glad my heart, 
And be relieved of all pain, 
And be blissful and free! 
 
Ah, that land of delight, 
I see it often in my dreams, 
But with the morning sun 
It melts away like mere foam. 
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The last two songs of the cycle contain the longest poems, offering a kind of 
counterbalance to the shorter songs of the opening of the cycle. The fifteenth song “Aus alten 
Märchen” is eight stanzas long, and is full of references to natural imagery, fairy tales, etc. These 
are images that the protagonist desperately wishes to escape into. The vocal part always begins 
on the note B during stanzas 1, 2, 3, 4, and 7. This particular note was often repeated in the vocal 
part during the first half of the cycle. The seventh stanza is characterized by a major change in 
affect with the tempo marking “Mit innigster Empfindung” (Figure 4.34). The previously happy-
go-lucky mood changes to something almost diatonic, reverential, chorale-like in melody and  
 
Figure 4.34: Stanza seven (mm.67-74) 
 
 
texture. Here the protagonist recognizes he cannot inhabit the world that he has been dreaming 
up “Ah, could I but reach that land, and there make glad my heart, and be relieved of all pain, 
and be blissful and free!” (lines 25-28). The song slowly breaks apart as chromaticism returns 
from measure 104 onwards; the vocal part cadences on the tonic E followed by a fermata (Figure 
4.35). The piano accompaniment returns to the opening material but it is fragmented by rests in 
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Figure 4.35: Ending of song 15 (mm.104-113) 
 
 
Song 16: Die alten, bösen Lieder "The bad old songs" 
 
Die alten, bösen Lieder, 
Die Träume bös’ und arg, 
Die lasst uns jetzt begraben, 
Holt einen grossen Sarg. 
 
Hinein leg’ ich gar manches, 
Doch sag’ ich noch nicht was; 
Der Sarg muss sein noch grösser, 
Wie’s Heidelberger Fass. 
 
Und holt eine Totenbahre 
Und Bretter fest und dick; 
Auch muss sie sein noch länger, 
Als wie zu Mainz die Brück’. 
 
Und holt mir auch zwölf Riesen, 
Die müssen noch stärker sein 
Als wie der starke Christoph 
Im Dom zu Köln am Rhein. 
 
Die sollen den Sarg forttragen, 
Und senken ins Meer hinab; 
Denn solchem grossen Sarge 
Gebührt ein grosses Grab. 
 
Wisst ihr, warum der Sarg wohl 
So gross und schwer mag sein? 
Ich senkt’ auch meine Liebe 
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Let us now bury them. 
Fetch me a large coffin. 
 
I have much to put in it, 
Though what, I won’t yet say; 
The coffin must be even larger 
Than the vat at Heidelberg. 
 
And fetch a bier 
Made of firm thick timber: 
And it must be even longer 
Than the bridge at Mainz. 
 
And fetch for me twelve giants; 
They must be even stronger 
Than Saint Christopher the Strong 
In Cologne Cathedral on the Rhine. 
 
They shall bear the coffin away, 
And sink it deep into the sea; 
For such a large coffin 
Deserves a large grave. 
 
Do you know why the coffin 
Must be so large and heavy? 
I’d like to bury there my love 
And my sorrow too. 
 
Figure 4.36: Opening of song 16 (mm.1-5) 
 
 
Leading up to the sixteenth and final song “Die alten, bösen Lieder” the protagonist has 
navigated both symmetrical halves of the cycle (see Figure 4.2) as well as the interruption of 
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itself by burying these “The bad old songs, the bad and bitter dreams” (lines 1-2). The key of C-
sharp minor is starkly established at the opening of the song, and the affect is severe; the piano 
accompaniment seems mechanical. Everything we have experienced prior to this song is now  
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Figure 4.38: Leap of an octave in voice followed by the conclusion of the final stanza (mm.44-52) 
 
 
being methodically prepared for burial (Figure 4.36 above). A new rising melodic motive 
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escape the weight and sedimentation of the songs of the cycle (Figure 4.37 above). The sixth and 
final stanza is characterized by jagged 7ths and a dramatic upward leap of an octave in the vocal 
part from which point the tempo slows down to “Adagio.” Here the melodic figuration 
previously seen in the fourth song returns (C-sharp, E, D) with the words “I’d like to bury there 
my love and my sorrow too” (lines 23-24), a final farewell gesture from our protagonist to his 
beloved (Figure 4.38 above). There is even a reference to poetic images from the sixth song of 
the cycle, in which the Rhine river, a cathedral and the city of Cologne are mentioned: “And 
fetch for me twelve giants; they must be even stronger than Saint Christopher the Strong in 
Cologne Cathedral on the Rhine” (13-16). This returning poetic imagery is significant in that the 
sixth and sixteenth songs demarcate the end of the first and second halves of the cycle 
respectively. 
The transition from mm.52-53 is perhaps the most magical moment of the cycle. By 
measure 52 the song has technically terminated on a half cadence (G-sharp major chord) in the 
tonic of C-sharp minor however, this G-sharp major chord resolves enharmonically (as an A-flat 
major chord) to the new tonic of D-flat major in measure 53. This material in D-flat major is 
nearly identical to the material from song 12 (originally in B-flat major). Schumann changes 
both the time signature (6/4) and tempo marking “Andante espressivo” in order to set this coda 
completely apart from the cycle itself (see Figure 4.38). This modulation from C-sharp minor to 
D-flat major can be seen in the eighth movement of Schumann’s piano piece Papillons which 
surprisingly enough begins with the same C-sharp minor chord voicing as this last song of 
Dictherliebe (see Figure 0.6). It is as if we are looking backward; there is a feeling of weight 
being lifted as the piano coda reintroduces music that we have previously heard from song 12.  
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D-flat major is prepared in a number of ways: by a half cadence (in F-sharp minor) at the 
end of the first song of the cycle, by the C major tonality (leading tone of D-flat) of the seventh 
song, and by the E-flat and B-flat tonalities of songs 11-13 which bring us closer to the world of 
D-flat major. Additionally, the two missing keys from the tonal scheme (F and G-sharp/A-flat) 
fit neatly into the tonic chord of D-flat major, bringing this closing tonality into relief. I am 
reminded of a few lines from the first Canto of Dante’s Inferno suggesting to me the idea of 
leaving great and powerful experiences behind us: “And as a swimmer, panting, from the main 
heaves safe to shore, then turns to face the drive of perilous seas, and looks, and looks again, so, 
while my soul yet fled, did I contrive to turn and gaze on that dread pass once more whence no 
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Conclusion 
“Everything that happens in the world has its effect on me, politics, literature, people; in my own 
way I reflect on it all, and then I have to give vent to it through the outlet of music”1 
-Robert Schumann 
 
Schumann utilized large-scale tonal structures to support the narratives and the imagery 
of the poetry he set to music. It is clear that Schumann arranged the tonalities within each of his 
cycles carefully; this practice grew out of his early piano music, where he developed musical 
techniques that he would later pair with the poetic texts of his song cycles. These large-scale 
tonal structures are always constructed of adjacent tonalities arranged in 3rds and 5ths, often 
presented in an ascending and/or descending progression. When these tonalities are arranged in 
stepwise motion a macro-scale is formed. These macro-scales/modes are used to guide the poetic 
content of the cycles themselves, supporting the narrative and emotional content of the text. This 
study shows that cohesive structures are shared throughout all four of Schumann’s song cycles: 
opp. 42, 24, 39, and 48 (Figures 5.1-4). All four song cycles discussed here showcase the 
importance of these background structures. They are the structural pillars upon which these 
compositions rest. By taking the key centers of each song and constructing a macro-scale the 
tonality of each of Schumann’s cycles discussed here is revealed more clearly. Analysis of a 
cycle through this macro-scale technique, as developed in this paper, opens a new window 
allowing us to see how a composer like Schumann can manipulate tonality for expressive 
purposes. These four cycles showcase how Schumann was finding yet more ways in which the 
nature of tonality contributes to the expressive potential of music with text. 
 
 
1 Robert Schumann, Jugendbriefe, 245. 
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